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OPENING CHAT 



Dear Reader: 

With the wonderful response given my earlier 
efforts, I believe that through this volume I shall 
be greeting many of you as old friends. The ac- 
ceptance of my last book, Figure Drawing for All 
It's Worth, has encouraged me to continue, for 
there is still much worth-while knowledge in the 
field of illustration, beyond the actual drawing of 
figures, that can be set forth. It is one thing to 
draw the figure well, but quite another to set that 
figure into a convincing environment, to make it 
tell a story, and to give it personality and dramatic 
interest. In short, the figure means little as a good 
drawing only. It must accomplish something- 
sell a product, or give realism and character to a 
story; its personality must so impress the beholder 
that he is moved to a definite response emotion- 
ally. 

My purpose is to present what, in my experi- 
ence, have proved to be the fundamentals of illus- 
tration. To the best of my belief, such funda- 
mentals have not been -organized and set forth 
before. So I have attempted to assemble this 
much-needed information, trusting that my own 
efforts in the active fields of illustration qualify 
me to do so. I shall try to make clear the funda- 
mentals that apply to the whole pictorial effort 
rather than to specific draftsmanship of the figure 
or other units. I shall assume that you can already 
draw with considerable ability and have some 
background of experience or training. In this 
sense the book will not be built around the early 
effort of the beginner, nor is it for those interested 
only in drawing as a hobby. It will be for those 
having a bona fide desire for a career in art and 
the determination to give it all the concentration 
and effort such a career calls for. Success in art is 
by no means easy, or a matter of puttering at it in 
odd moments. There is no "gift" or talent so great 
that it can dispense with the need for fundamental 
knowledge, much diligent practice, and hard ef- 



fort. I do not contend that anyone can draw or 
paint. I do contend that anyone who can draw or 
paint can do it better with more knowledge to 
work with. 

Let us assume, then, that you have ability you 
wish to put into practical channels. You want to 
know how to set about it. You want to paint pic- 
tures for magazine stories and advertising, for 
billboards, window displays, calendars and cov- 
ers. You want every possible chance for success. 

Let us not be under any illusions. At the start I 
must admit that there is no exact formula that 
can assure success. But there ar.e unquestion- 
ably forms of procedure that can contribute a 
great deal toward it. Such a formula might be 
possible if the character, technical appreciation, 
and emotional capacity of the individual were not 
so much a part of the ultimate results. For that 
reason, art cannot possibly be reduced to exact 
formulas devoid of personality. Devoid of per- 
sonality, creative art would have little reason for 
existence. In fact, the individual expression is its 
greatest value, the thing that forever lifts it above 
picture-making achieved by mechanical means. I 
shall not presume to quarrel with the camera. But 
I contend that even with all its mechanical per- 
fection, the real value of photography is in the 
individual perception of the cameraman and not 
in technical excellence alone. If art were only per- 
fection of precise detail, the camera would dis- 
pense with the need for artists. But until we have 
a lens endowed with emotion and individual per- 
ception, or having the power of discriminating 
between the significant and the irrelevant, the 
artist will always dominate the situation. The 
camera must accept the good with the bad, take 
it or leave it— must reproduce the complete un- 
emotional and literal appearance of whatever is 
placed before it. 

May I impress upon every reader that illustra- 
tion is life as you perceive and interpret it. That 
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is your heritage as an artist and is the quality 
which will be most sought for in your work. Try 
never to lose it or subordinate it to the personality 
of another. As far as you and your work are con- 
cerned, life is line, tone, color , and design— plus 
your feelings about it. These are some of the tools 
with which we all work and which I shall try to 
enable you to use. You will work with these tools 
as you see fit, but my hope is that from this book 
you may gain added knowledge of how to use 
them. 

Throughout my own early career I felt an ur- 
gent need for just this kind of help. The need is 
still evident, and I have taken the problem upon 
myself. My ability as an author can be set aside as 
of little importance. We have the common ground 
of knowing that the things I shall attempt to talk 
about are of tremendous importance to both of 
us, to our mutual success— since I intend to re- 
main as active as possible in the field. I wish you 
to succeed as much as I wish to succeed myself, 
for the sake of our craft, which is more important 
than we are. 

If illustration is expression, it becomes a trans- 
position of thought. So it is thought transposed to 
an illusion of reality. Suppose T speak of a man 
with a face as hard as flint. A mental image is con- 
jured up in your imagination. However, the image 
is not yet sharp and clear. This quality of hardness, 
a subconscious interpretation you feel, must be 
combined with realism. The result will not be a 
copy of a photo nor of a living model. It is a 
transposition of your individual conception to a 
face. You work with your tools of line, tone, and 
color to produce that quality. Devoid of feeling, 
you could hardly paint that head. 

Drawing for mere duplication has little point 
to it. You may do it better with your camera. 
Drawing as a means of expression is the justifica- 
tion of art over photography. Art directors have 
told me that they use photography only because 
of the mediocrity of available artists. The demand 
for good work far exceeds the supply. Therefore 
commercial art has had to lap over into photog- 
raphy as the next best bet. Rarely does an art di- 



rector prefer a photo to a well-executed painting. 
The difficulty lies in getting the painting or draw- 
ing that is good enough. 

If we are to carry our craft forward, increasing 
the volume of good art to anything like the pro- 
portionate use of photography or meeting the 
indisputable demand, it will not be through 
the imitation of photography, nor even through 
greater technical ability. It will come through 
the greater scope of the imagination on the part 
of artists. It will come also through greater tech- 
nical freedom leaning away from the merely pho- 
tographic, and through greater individuality. To 
try to compete with the camera on its own ground 
is futile. We -cannot match its precision of detail. 
For straight values and local color ( which we will 
hear more of, later) there is little we can add. 
But for real pictorial worth, the gates are wide 
open. 

You may be certain that the greatest pictorial 
value lies in all the things the camera cannot do. 
Let us turn our attention to design, looseness and 
freedom of technical rendering, character, drama, 
inventiveness of layout, the "lost and found" of 
edges, subordination of the inconsequential, and 
accentuation of the important. Let us incorporate 
the emotional qualities so sadly lacking in photo- 
graphic illustration. Let our product be as differ- 
ent from the photo as our individual handwriting 
is from printed type. If we make the drawing, the 
values, and the color sound and convincing, from 
there on we need not compete. From that point 
on there is nothing to stop us, and from that point 
on the public actually prefers art to photography. 
The drawing, values, and color are only the 
stock-in-trade, the jumping-off place. That much 
is expected and taken for granted. What we do 
beyond these will determine how far we go in 
illustration. 

Drawing as drawing alone is not too difficult. 
Drawing, for the most part, is setting down con- 
tour in correct proportion and spacing. Spaces 
can be measured, and there are simple ways and 
means of measuring them. Any old line around a 
contour may be correctly spaced. You can square 
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off copy, measure by eye, or project it, and get 
that kind of drawing. But real drawing is an inter- 
pretation, selection, and statement of a contour 
with the greatest possible meaning. Sometimes 
drawing is not the actual contour at all, but the 
one that will express the grace, character, and 
charm of the subject. Until the artist begins to 
think in line, think of expressing in this way the 
things he wants to say, he has not elevated him- 
self much beyond his pantograph, projector, or 
other mechanical devices, How can he hope to be 
creative if he depends entirely upon them? Re- 
sorting to their use in place of drawing for self- 
expression is a confession of lack of faith in his 
ability. He must realize that his own interpreta- 
tion, even if not quite so literally accurate, is his 
only chance to be original, to excel a thousand 
others who also can use mechanical devices. Even 
a poor drawing exhibiting inventiveness and some 
originality is better than a hundred tracings or 
projections. 

If I am going to give you information of value, 
it must come from actual practice and from con- 
tact with the actual field. Naturally I am limited 
to my own viewpoint. But, since the fundamentals 
that go into my own work are for the most part 
the same as those used by others, we cannot be 
too far from a common goal. So, T use examples 
of my work here, not as something to be imitated, 
but rather to demonstrate the basic elements that 
I believe must go into all successful illustration. 
By showing you the means of expression rather 
than the expression itself, I leave you free to ex- 
press yourselves individually. 

My approach will strip itself as far as possible 
from the theory of imitation as a means of teach- 
ing, For this reason the approach must vary con- 
siderably from the usual art text formula. We 
shall have no examples of Old Masters, for, 
frankly, what methods and procedures they used 
are virtually unknown. You can see great pictures 
everywhere; you probably have your files full of 
them. Unless I could tell you how an Old Master 
arrived at his great painting, I could add nothing 
of value. I cannot presume to give you even an 
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analysis of his work, for your analysis might be 
better than mine. Method and procedure are the 
only sound basis of teaching, for without them 
creative ability has no chance. I dare not incor- 
porate even the work of contemporary illustra- 
tors, since each would be infinitely more quali- 
fied to speak for himself. I shall leave out all past 
performances of my own with the rest, for we are 
not as interested in what I have done as in what 
you are going to do, working with the same tools. 
There is but one course open for me if I am to stay 
on solid ground, that of sharing my experience 
with you for whatever value it has. You will thus 
have the chance to select what is of use to you, 
and to discard that with which you do not agree. 

The art of illustration must logically begin with 
line. There is so much more to line than is con- 
ceived by the layman that we must start out with 
a broader understanding of it. Whether con- 
sciously or not, line enters every phase of pictorial 
effort, and plays a most important part. Line is the 
first approach to design, as well as the delineation 
of contour, and ignorance of its true function can 
be a great impediment to success. So our book 
will start with line. 

Tone comes next. Tone is the basis of the ren- 
dering of form in its solid aspect. Tone is also the 
basis of a three-dimensional effect of form in 
space. A truthful representation of life cannot be 
made without a clear understanding of tone. Line 
and tone are interdependent, and this relation- 
ship must be understood. 

To line and tone is added color. Again the re- 
lationship becomes inseparable, for true color 
depends almost entirely upon good tonal or value 
relationship. We may draw an illustration in line 
only, and it stands complete pictorially. But the 
minute we go beyond line as contour only, we 
start to deal with light and shadow, or tone. We 
are therefore plunged immediately into the com- 
plex laws of nature, since only by light and 
shadow, or tonality, is form apparent to us. The 
step from tone to color is not nearly so great, 
since the two are closely related. 
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Granted that we can comprehend the basic 
fundamentals of line, tone, and color, there is still 
more to encompass. All three must be united to a 
pictorial purpose. There are arrangement and 
presentation, even more important than the sub- 
ject matter. There is organization of area and 
tonal mass or pattern in order to create good pic- 
tures. To these ends we shall work. 

Beyond the technical rendering comes the dra- 
matic interpretation. In the final analysis the il- 
lustrator is holding a mirror to life, and expressing 
his feelings about it. He may paint a pot of flowers 
beautifully, but it can by no stretch of the imag- 
ination be called an illustration. Illustration must 
encompass emotion, the life we live, the things 
we do } and how we feel. So we shall devote a part 
of the book to the "telling of the story." 

If we are to illustrate, we must create ideas. 
Illustration delves into psychology for basic ap- 
peals, to create ideas that must reach into the 
personality of the reader, compelling definite 
responses. We need to understand the develop- 
ment of ideas as the basis of advertising, too, so 
that our work may find a market in that field, and 
be suited to its special needs. Therefore a part of 
the book will be given over to this subject. 



Finally, we must separate the various fields into 
a variety of approaches, each tuned to its partic- 
ular purpose. In each field there is an individual 
basic approach which the successful artist must 
know. To do an outdoor poster is one thing, and 
a magazine ad another. All these points I hope to 
make clear. 

There is the matter of experiment and study, 
which can contribute so little or so much to your 
ultimate success. This can assure freshness and 
progress in your work as can nothing else; it is 
the thing that lifts you out of the rut of daily rou- 
tine, and places you head and shoulders above 
your associates. It is the biggest secret of success. 

I have searched out to the best of my ability 
the workable truths, I have organized these into 
what I shall call the "Form Principle." Within this 
is the whole basis of approach to the material of 
this book. These truths have existed long before 
me, and will continue ever after. I have simply 
tried to gather them together. They are the things 
which are present in all good art, and should be a 
part of all that you do. They spring from the laws 
of nature, which I believe is the only sound basis 
for a book of this kind. So let us get on with our 
work. 
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THE FORM PRINCIPLE 
AS A BASIS OF APPROACH 



No matter what subject the artist uses or what 
medium he works in, there is but one solid basis 
of approach to a realistic interpretation of life— 
to the representation of the natural appearance 
of existing forms. I cannot lay claim to being the 
first to perceive the truths which underlie this 
approach. You will find them exemplified in all 
good art. They existed long before me, and will 
continue as long as there is light. I shall attempt 
only to organize these truths so as to make them 
workable for you in study and practice, in every- 
thing you do, To the organization of these basic 
truths I have given a name: the Form Principle. 
This principle is the basis for everything which 
will be discussed in this book; and it is my hope 
that you will adopt it and use it for the rest of your 
lives. Let us start out by defining the Form Prin- 
ciple: 

The Form Principle is the rendering of form as 
to its aspect at any given moment with regard 
. to its lighting, its structure and texture, together 
with its true relationship to its environment. 

Now let us see what this means. Any pictorial 
effect that will present a convincing illusion of 
existing form must do so first by the rendering o£ 
light on that form. Without light, as far as we 
are concerned, form ceases to exist. The first truth 
of the Form Principle that we are concerned with 
is: 

It must he determined at once what kind of 
light we are working with, for its nature and qual- 
ity and the direction from which it comes will 
affect the entire appearance of the form. 

If it is impossible to render form without light, 
then it follows that the nature of the form becomes 
visible because of light. A brilliant light produces 
Well-defined light, halftone, and shadow. A dif- 
fused light, such as the light of the sky on a grey 



day, produces an effect of softness and subtle 
gradation of light to dark. In the studio the same 
relative effects are produced by artificial light for 
definition and by the natural north daylight for 
the soft gradation. 

The direction or position of the light source, 
then, determines what planes shall be in the light, 
halftone, or shadow. Texture is more apparent in 
a direct or bright light than in a diffused light. The 
planes of the form are also more apparent in bril- 
liant light. 

This brings us to the next truth: 

The lightest areas of the form will he within 
those planes lying most nearly at right angles to 
the direction of the light. The halftone planes ivill 
he those obliquely situated to the direction of the 
light. The shadow planes will he those planes 
lying in or beyond the direction, of light so that 
the light of the original source cannot reach them. 
The cast shadows are the results of the light hav- 
ing been intercepted, and the shape of such inter- 
cepting form is projected to other planes. In dif- 
fused light there is little or no cast shadow. In 
brilliant light or direct light there is always cast 
shad,ow. 

So you will see that the kind of light immedi- 
ately has to do with the approach to your subject 
and the ultimate effect. Having less definition, the 
diffused or over-all light will be most difficult. For 
"snap," take direct light. For softness and sim- 
plicity, use sky light. Direct light produces con- 
trast, sky light produces closeness of value. 

Direct light produces much more reflected 
light, and this is most apparent within the shad- 
ow. The amount of reflected light reaching the 
shadow will determine its value. Everything upon 
which the light falls becomes a secondary source 
of reflected light and will light shadow planes in 
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THE FORM PRINCIPLE 



the same manner as the original source, being 
brightest on the planes at right angles to such 
reflected light. 

Light can operate in only one manner. It hits 
the top planes squarely and brightly, then slides 
around the form as far as it can go. However, in 
the shadow, the source being of less brilliancy, 
reflected light can never be as light as the original 
source. Therefore no area in the shadow can he as 
light as the areas in the light. 

More art falls apart for this reason than for any 
other. Both light and shadow areas must be sim- 
plified and painted in the fewest possible values. 
The object is to make all the lighted areas hold 
together as one group, as opposed to the shadow 
areas as another group. If the values of the two 
groups are not thus separated and held apart, the 
subject is bound to lose solidity and form, no mat- 
ter how well modeled and how well drawn. Much 
of the reason for pictures* falling apart is also 
because simple light and shadow is not given a 
chance. Such relationship is destroyed by insert- 
ing several sources of light. Thus where halftone 
and shadow should be to give the true character 
of the form, it is lost by other lighting, and the 
values become a hodgepodge of middle tones, 
highlights, and accents. There cannot be a white 
in the shadow area. There can hardly be a pure 
black in the light area. A safe approach is to make 
all the areas in the light a little lighter than you 
think you see them, and all the areas in the shadow 
a little darker. You will probably come out with a 
better thing than the other way round. 

All forms within your picture should appear to 
be lighted by the same source and be lighted con- 
sistently with one another. 

This does not mean that light cannot travel in 
different directions, such as the light around a 
lamp, the light of two windows, reflected lights, 
etc. But the light must be a true effect of light, 
such as sunlight, sky light, moonlight, twilight, 
artificial light, etc., in its real effect and relation- 
ship. There is only one way to get this right. Do it 
by studying from life the true aspect, or take a 
photo which will give it to you. It cannot be faked. 



Faked lighting breaks down every other good 
quality. 

All things represented within a given light 
bear a relationship of tone and value to one 
another. 

If this relationship is not maintained, then the 
form cannot be true. Everything has its "local" 
value, that is, its surface tone appears to be some- 
where in the scale from black to white. Bright 
light can raise the value, and dim light can lower 
it. But the light raises or lowers all other surround- 
ing values correspondingly, so that the value of 
the subject holds a constant relationship to other 
values. It will remain, in any light, so much lighter 
or darker than its neighbors. For instance, a mans 
shirt may be so much lighter than his suit. In 
any light this relationship holds good. Therefore, 
whether in deep shadow or bright light, we can- 
not change the value difference between the two. 
The object is to raise both or lower both but to 
keep the approximate difference. The relation- 
ship of things to one another will be the same 
always, either in light or in shadow. 

A single source of light is best for our purpose 
and produces the best effect pictorially. This also 
gives us reflected light. We can use a reflector 
(usually a white board) to reflect the original 
light with beautiful effect. This, when working on 
the shadow side. 

Relationship of values is more correct in natu- 
ral light than in any other, 

Sunlight and daylight are the perfect lights for 
true rendering of form. You simply cannot beat 
them with all the trick lighting possible. 

Overmodeling comes from incorrect values. 

If, to make the form go round, we exaggerate 
the values, we use up the rather limited range be- 
tween black and white, so we do not have left 
the proper and lower values for the shadow. The 
picture becomes dull and lifeless, since we have 
used values that do not belong to the light and 
could not be in relationship. The opposite is true 
when we put lights into the shadows that could 
not be, destroying the big relationship between 
the whole light and the whole shadow. 
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The big form makes the subject carry and ap- 
pear solid, not the incidental surface forms. 

Many of the small and intricate forms must be 
subordinated to keep the big form solid. Folds, 
for instance, can ruin the effect of underlying 
form and break it up. Draw only the folds that 
express form and the natural drape of the mate- 
rial, not every fold just because it is there on the 
model or in the copy. 

The best pictures run to a few simple values. 

This will be taken up later on. 

The design makes the picture, not the subject 
or material. 

Almost any subject can be used with charm 
through the help of design and arrangement. 
Presentation is more vital than subject matter. 

The same form may be presented with great 
variety by a careful arrangement of lighting. Just 
any light will not do. It must be the, best of sev- 
ered experiments. 

A landscape beautiful in early morning or eve- 
ning light may be dull and uninteresting at noon- 
day. A charming head may be ugly in bad light- 
ing. The best plan is always to choose the lighting 
that tends to big simple form, not form too broken 
up in light and shadow. 

Light and shadow in itself produces design. 

The plainest of subjects can be made artistic 
by weaving patterns of light and shadow through 
it. 

Value relationships between objects produce 
design. 

For example, a dark object placed against a 
light one, and both against a grey field, would be 
design. Units may be placed against close values 
or contrasting values, thereby getting subordina- 
tion in the first instance and accentuation in the 
second. The planning or composition of the sub- 
ject is really dealing with the relationships of 
the values of certain units as combined with or 
Opposed to others. This results in "pattern," and 
can be further combined with lighting. 

Ml pictures are fundamentally either arrange- 



ments of lights, intervening tones, and darks, or 
else linear arrangements. 

You cannot avoid making your subject either 
a tonal statement or a linear statement. You can 
combine both, but you cannot get away from one 
of these. If you do not understand tonal relation- 
ship you cannot secure a feeling of "existence. 

Line is contour; tone is form, space, and the 
third dimension. 

Cet this clearly in your mind. 

Contour cannot be continuously defined all 
around all units and a sense of space be achieved. 

Contour becomes lost and found and inter- 
laced or woven into other areas in nature. If 
the edge is kept hard all around, it cannot avoid 
sticking to the picture plane, losing the feeling 
of space, or one edge in back of another. Edges 
will be taken up in more detail later. 

The fundamentals are the same in all mediums. 

Each medium has an inherent quality of its 
own. Once you master the Form Principle, only 
the peculiarities of the medium remain to be 
mastered. You will simply have to find out how 
to express a sharp edge, a soft edge, light, halftone 
and shadow, in the medium, which is a purely 
technical matter. But you will render form in 
essentially the same way in all mediums. 

The darkest part of the shadow appears near- 
est the light, between the halftone of the light and 
the reflected light within the shadow. 

This is called the' ndge"or"hump"by the illus- 
trator, and is most important. It keeps the shadow 
luminous and the form round. 

The Form Principle is the co-ordination of all 
factors dealing with line, tone, and color. 

This book is laid out on the Form Principle, 
since il enters into everything you will ever do, or 
see, in the field of illustration. We shall attempt 
to clarify its various applications as we go along, 
I suggest that you come back to these funda- 
mental truths often, for they are the answer to 
most of your problems. 

So we start with line! 
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THERE ARE SEVEN PRIMARY FUNCTIONS OF LINE 




1. To convey its own intrinsic beauty. 

2. To divide or limit an area or space. 

3. To delineate a thought or symbol. 

4. To define form by edge or contour. 

5. To catch and direct the eye over a given course. 

6. To produce a grey or tonal gradation. 

7. To create design or arrangement. 



AOD EBB 




? 



|ll|gg 



ven if it may seem a bit obvious, let us start 
the book with the very beginning of artistic ex- 
pression, that of line. There is truly much more to 
line in the mind of the artist than in that of the lay- 
man. To the latter, line is but a mark of a pencil 
or a mere scratch of a pen. To the true artist, linn 
can reach great heights, require exhaustive skill, 
and convey unlimited beauty. Line in its various 
functions has contributed as much to human 
progress as fire or steam. All line should have 



function and purpose. I want you to think of it in 
that light. Everything from this day forward that 
you do artistically will bear a relationship to line, 
either good or bad. You can either make line an 
asset to your work, or you can let its importance 
slide by you. But if you choose to ignore the func- 
tions of line, your work will make a bad statement 
of your ability. Line is bound to enter your work 
for better or worse. You cannot escape it. 
Let us see what can be done about it, 
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REATIVE, ART BEGIN/ WTH CREATIVE 
LINE. CREATIVE LINE CAM ONLY BE THE 
LIN E A/ YOU ZEE IT AND PREFER TO D'RAWlT. 
PROJECTING LITERAL CONTOUR/ BY ANY 
ARTIFICIAL MEAN/ CAN ONLY REJXJLT IN 
STlFLlNGYOUftMO/r VALUABLE i//ET— 
INDIVIDUALITY. DRAW FROM COPYAJ^OU 
WOULD PROM LIFE, HAVE ALwAY/ THE 
COURAGE. TO* DRAW IT YOUR./EUF, 



THt/ BOOK Hi/ BE&N DEJ-1CTNE.D TO CAR.R.Y FORWARP THE FUN DAM ENTALJ SM.T POR.TH IN 
VlGURE. DRAWING FOR ALL ITJ" WORTH f IT MUTT BE AJLTUMEp YOU HAVE AN UNDERSTANDING 
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LINE IS PROPORTION WITH IMAGINATION 




CAN YOU CONSTRUCT A HEAD IN ANY PO/E ? 
A PLAN OF HEAD CONSTRUCTION HA/ SE.BN 
S ET FORTH iN/FUN WITH APENCIL. 





|VlJ-(JAL /URVE\ PLiN A/ 
/ET FORTH IN ^WCURE 
DRAWING FORALLlTJ" WORTH. 



____ _)U 



OF ANY POJ"E.. 



OF THE PROPORTION ANDCON/TRUCTIOM OFTHE HUMAN FIQ(JR.E. IT 1/ MY PURPO/E MOW TO HELP 
YOU DEVELOP THE FIGURE PICTOR.IALLY TO PRACTICAL COALJ 1 ANP TO A LI VE.LI HOOD.MVORK! 
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LINE PRODUCES FORMAL DESIGN 
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CHOOXE ANY POINTX, BEINCT CAReFUL TO REPEAT THE DIAGONAL BETWEEN ALL SIMILAR. POINTJ". 





IF A Of^WlNQ IJ" BA.TED UPON UNDERLYING 
LINEAR. DEJ"|CN f (TWILL PAKTAKE OF ITS UNITY 



THl/ PAGE IX TO IMPEE/J UPON YOU THE 5A.TJC 
RELATIONSHIP OF LINE TO DE/IGN. DIVIDING 
JPACE EQUAH-Y PRODUCEJ" FORMAL DEJ" |CN, 



THEREFORE INFORMAL DESIGN I J" ©Y UNEGtUAL 

DIVt/t ON, COMPOSITION tX ONE OR THE OTHER. 
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LINE PRODUCES INFORMAL DESIGN 




ARCJ INTERLACED 



COMBINING HORIZONTAL/ AND 
PERPENDICULAR./ WITH CURVE/. 
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OVERLAPPING OVAL/ OVERLAPPING CIRCLED OVERLAPPING JTQUAREJ~ OVERLAPPING TRIANGLE/ 

















vV^ 
























v\ 








/r^-~~ \ / 






OVERLAPPING RADII OVERLAPPING WAVY PARALLEL^ OVERLAPPING- AN CTLEJ" 











OVERLAPPING SPIRAL/ 



OV&RLApPINC RECTANGue/ 
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HOftliONTALJ" ikt> PERPENDICULAR J" 



OVERLAPPING LINE AND AREAS THE FIRST PRINCIPLE OF COMPOSITION 




THE PRINCIPLE OF OVERLAPPING AAEA.T, FOttl-V, AND CONTOUR/ IJ" THE &AJ"1.T OF ALL PlCTORl A L 
CREATION. JIN CE LINE 1/ OUR. FIRTT MKAN-T OF DEFINING THE^E,THEN LINEAR ARRANGEMENT 
BECOME/ OUR FlRJT CONJ"l DERATION .THCRE ARE. ^ANY WAYJ" TO CO ABOUT IT, JO LEX UfJTART. 



Nature is one vast panorama of contours and 
spaces. Everything is form, set into space. If we 
were to cut a rectangular opening in a piece of 
cardboard and look through it, nature would 
present us with a picture. Within the four limits 
of the opening, the space would become divided 
by spaces and contours. To that spacing and 
arrangement of contours we will give everlasting 
attention, for it is the basis of all pictorial ap- 
proach. The novice snaps his camera carelessly at 
nature. The artist seeks to arrange it. From the 



artist's approach, almost anything is picture mate- 
rial, since it is design and arrangement that 
makes pictures, regardless of subject. Cut a card- 
board so as to make a "picture finder." An opening 
of three by four inches is large enough. Look 
through it. Jot down, in miniature compositions, 
the linear arrangements you find. Your sense of 
arrangement is the first real indication of your cre- 
ativeness. Walk about the house or grounds with 
a small sketch pad. Don't go any farther until you 
have done a dozen or two small roughs. 
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USING THE FIRST FUNCTION OF "LINE FOR ITSELF" FOR COMPOSITION 




COMPOSITION MAY BE BASED ON LETTERS AND SYMBOLS 
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COMPOSITION MAY BE BASED ON GEOMETRIC FORMS 
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THE "FULCRUM-LEVER" PRINCIPLE APPLIED TO COMPOSITION 




OF.TH£/MALI- ONE 
NEM?,EJT 






■S H OU LD 'APPnAR 

TO BE EfluAL" 




To he pleasing, the material within a picture 
needs balance, or should seem to be pleasantly 
reposing within the picture limits. Balance is ob- 
viously "off" when we feel that the limits would 
seem better if moved over, or more space added 
or cut away. This is the best guide we have, for 
there are no infallible rules of composition. About 
the only rule is that we give the greatest variety 
of spaces possible, no two duplicating one another 
in size or shape ( except in strictly formal arrange- 
ments, where all things are balanced equally on 




rwfc HEA,VY WEIGHT 
tlA.M BE Mfi&R.EJ"T 



MJb 





PLACE EACH W&ltVHT 
SO THAT IT*Ai-'REAkJ~ 
TO E±>E IM 6ALANCE" 






each side). If two forms are equal, let one over- 
lap the other so as to change the contour. Variety 
is the spice of composition. We make a small 
weight balance a heavier one by placing it farther 
away from the middle of the subject, or the ful- 
crum, which is the middle point of balance. Bal- 
ance in composition is a sense of equilibrium be- 
tween the masses of light and dark, or of the area 
and bulk of one thing balancing another. The 
heavier the mass, the nearer the middle— the small- 
er the mass, the nearer the edge—is a good axiom. 



34 



USE FORMAL SUBDIVISION FOR SYMMETRICAL COMPOSITION 
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FORMAL. DIVISION APPLIE/ BEJT TO J-U0JECTJ OP A PIGNlFIED OR, R£LIG IOUJ" NATURE 



There are times when we wish to achieve great 
dignity of arrangement. Since the Creator's basic 
design for animate form is the duplication of one 
side by the other, such as the two sides of the 
human body, arrangement based on the same 
plan takes on the same sort of dignity. It does not 
mean that each side must duplicate exactly, but 
there should be a feeling of complete equaliza- 
tion of the units or masses, the line and spaces, 
of one side with the other. Church murals invari- 
ably follow this plan. It may be used to great 
advantage in symbolical subjects, appeals for 
charity, heroic subjects, or to suggest peace and 



serenity. Formal balance was almost the only 
approach in earlier times, and great compositions 
have been built with it, It is largely the formal- 
ity of design which lends such magnificence 
to the work of Michelangelo, Rubens, and 
Raphael. 

Formal subdivision may also be used infor- 
mally if one is adept enough. I have introduced 
on the next page another method, quite apart 
from either formal division of space or dynamic 
symmetry. I have never found either as satisfac- 
tory as this new approach, and I hope it will 
prove of great benefit to others. 
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INTRODUCING INFORMAL SUBDIVISION 




This is a plan of subdivision of my own. It offers 
greater freedom to the artist. Study it. It will help 
yon to divide space unequally and interestingly. 
Start by dividing the whole space unequally with 
a single ( optional ) line. It is best to avoid placing 
the line at a point which would be one-half, one- 
third, or one-fourth of the whole space. Then 
draw one diagonal of the whole space from diag- 
onally opposite corners. At the intersection of the 
diagonal and your first line, draw a horizontal 
line across the space. Now draw diagonals in any 
of the resulting rectangles, but only one to a 



^v NOW LJRAW A.J'tNCrLE.DlAffOMAL/ 
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BUILD IN YOOft. -JUBJECT 6Y ADH^RlPtS^U" 
MUCH AS POTJMBLE TO THE JTieUCTUR&t 
JJNFJ" YOU HAVE. CREATED- DON'T GIVE UP. 

1/ i 1 il M/ Ul.. L_Js \l 



space. Two diagonals crossing like an X would 
divide the rectangle equally, which we do not 
want. Now you may draw horizontals or perpen- 
diculars at any intersection, thus making more 
rectangles to divide by diagonals again. In this 
manner you will never break up the same shape 
twice in the same way. It offers a great deal of 
suggestion for the placement of figures, spacing, 
and contours, with no two spaces being exactly 
equal or duplicated, except the two halves on 
each side of the single diagonal. If you have a 
subject in mind you will begin to see it develop. 
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A DEMONSTRATION OF INFORMAL SUBDIVISION 



; .t HAP OHW AN I DEA t" MIND OP SHOWING A JJ3T Ol= UTTl-E 

IffHOMEJ Pi^VrNC WlTHAPeN. SOFAR I HAP MO lOEAOFHOV 

^IWOOLD AR.R,ANGE THEM * t DIVIDED MY SPA.CB AS JHOWN. 

THE ABSTRACT XM&Pfef rHUJ-vTOGGEJTED THEOOMPOJlTlOfl 




fROM THIJ* PRELIMINARY WORK, THE FINUHED FRONT1 S PIECE TO PART ONE WAX CHEATED 
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FIGURE COMPOSITIONS B Mm <» »0RMAI, SUBDIVISION 




INFORMAL SUBDIVISION IS PURELY CREATIVE, NOT MECHANICAL 
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MAKE THUMBNAIL/. THE PfVlJ-IONJ" HER.E .TUGGE-TrED THE JTJBJECTvT AND ARRANGEMENTS. 



SincCj when a space is divided in the manner 
shown in these pages, selection plays a great part, 
and invention the rest, it cannot avoid being crea- 
tive. That is its strongest recommendation, in 
comparison with forms of subdivision that start 
you out with a "set" or formal arrangement to 
begin with. You start inventing with your first 
line when you use informal subdivision. It helps 
to get you over the emptiness of blank paper be- 
fore you, without an idea in your head. That, I 
assure you, is the feeling most of us experience, 
and you probably already know what I mean. If 
you have a subject in mind, it will develop with 
one or two tries. If you have no subject in mind, 
pretty soon the lines will start suggesting some- 
thing, as these did in the little drawings above. In 
starting out I had no intimation of what the sub- 
jects would be. This method is invaluable in work- 



ing up ideas, layouts, small compositions. As the 
ideas develop they can be carried out with mod- 
els, clippings, and so forth. When the original 
subdividing lines are erased, it is amazing how 
well the composition balances or "hangs to- 
gether." I urge you not to pass this up without a 
tryout. It has often saved the day for me, and 1 
admit that even in my own work I am often so 
"stymied" for a good arrangement that I turn to 
it in great relief. While all of the compositions of 
the book are not so based, many of them are, and 
in my estimation the better ones. Any one of the 
arrangements on this or the preceding pages 
would be intriguing to do as a painting, and I only 
wish I had the space. Most artists develop an eye 
for composition eventually, but this device will 
get you well on the way. Draw the dividing lines 
lighdy so they can be easily erased. 
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PERSPECTIVE GUIDE LINES HELP YOU TO COMPOSmON 




TWO VANISH I MO POINTJ" PS-ftXpECT WK 

A PA5T WAY TO COMPOSITION. MARK 
OFF EVEN J'PACEJ' DOWN EACH J" IDE . 
RUN UNEJ OOTTO YANiJ-HlMa POINTX 
THBU PkCTUR-EL. VQO CAN NOVJ U.JE TOUfL 
BYE, FILLING J"PACE AS DESIRED. 



ON£ VANl/HINC POINT PE.RJPECTIVE 

TAKE A FOiNTONtHE H<?ftftON, .PRAW 
RAPjAriNC LIMEJ" IN ALL D(I^BCTIONJ" 
FROM IT, YOU CAN MOW ©UlLDONTHtWE 
UNEJ 6Y CHOICE. OF COURSE. Yc3UKeEO 
TO KNOW PeftJ-PECTWe. TO DO (T. 




THE J"AME i,PPM£J"TQ IMT&Pt I OPt-r. Ai-.fe> ONE. POii^T FOR.INTERIOR,/. 

THE. PERJ-PECTIVE LfNe.f AR.E MEREUY CUiDE LINE/ 1 TO HfeUPTHE EYE. 




PLAN YOUR- ftCTUR.E |N MINIATURE THIJ" WAY, YOU CAN LATER. J"QUARE IT Ot=P 
FOR. ENLARGEMENT, I UJT£rHI.T PLAN A LOT TO GET RIGHT INTO A GIVEN JU&JECT. 
TKlX IS A I^OJT PRACTICAL PROCEDURE. NOW IP YOU DONOT ONPERJTAND 
PERJ-pECTfVe. /YOU'D BETTER JTUDY IT, YOU CANNOT GET AfSYWHEfc& WITHOUT IT. 
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EVERYTHING YOU DRAW IS RELATED TO AN EYE LEVEL 



It is impossible to draw correctly and intelli- 
gently without the consideration of a viewpoint 
and an eye level. The viewpoint is what is known 
as the station point in perspective. However, that 
is really the spot on the ground plane where you 
are standing. Artistically, the viewpoint is the 
center of the field of vision and is not to be 
confused with the vanishing points. If we look 
straight out at eye level, the viewpoint will be 
exactly opposite a point located in the middle of 
the horizon. The horizon is the eye level. Think 
of a great fan-shaped sheet of glass starting at a 
point just back of our two eyes and spreading out 
at our eye level and reaching as far as we could 
see. This entire sheet of glass would be the picture 
horizon. No picture can have more than one hori- 
zon. It follows that all receding lines parallel to 
the ground plane that recede from points above 
the horizon must slant downward pictorially and 
end in the horizon. Then all lines below the hori- 
zon, also parallel to the ground plane, must slant 
upward to the horizon. Our viewpoint, then, de- 
termines the horizon. 

Since a picture may not, and seldom does, rep- 
resent the whole field of vision, the horizon may 
cross the picture plane, or be above the picture 
or below it. Suppose you have a large photo of a 
group of buildings. Without changing the hori- 
zon or perspective lines, you might crop out any 
small section of the photo for your picture. But 
no matter what part you take, the relationship to 
the original eye level (or viewpoint of the cam- 
era) is apparent. You or the camera look down 
on everything below the picture horizon or up at 
anything above it. All things will show only their 
top surface when below the eye level or picture 
horizon. We can look into things only when 
the eye is above them. Round lines like a belt 
around a waistline must curve up when below 
Uie horizon, and down when above. But how 
many times we see this truth disregarded! How 
often do we see necks, shoulders, paying no 
attention to an eye level, roofs slanting down or 
up when the reverse should be the case! It must 
be stated here that too large a percentage of art- 



ists go into the field of illustration and commercial 
art woefully lacking in a knowledge of simple 
perspective. It becomes apparent when the artist 
has obviously worked from two clippings or 
photos, each having a different eye level. You may 
be certain two clips will seldom be in agreement 
with each other in this respect. 

Perspective must be understood by the artist. 
It applies to every bit of copy he uses. He can 
start with one thing, for instance a photo of a 
piano. That will establish the horizon of his pic- 
ture. Then everything else, including figures, 
must be drawn to the same eye level. He must 
redraw the perspective so that the vanishing 
points will fall in the same horizon set by the 
piano. Or, selecting a figure, he may adjust the 
perspective of the piano to fit the figure. The best 
way to do this is to make small sketches so that 
wide vanishing points may be used. Use a large 
tissue pad. Then square off the small sketch and 
enlarge to the size you want. 

To learn perspective means only a small invest- 
ment at the bookstore, and only a few evenings 
set aside to learn it once and for all. Why an art- 
ist will jeopardize his whole output and a life- 
time of effort by a lack of such knowledge is be- 
yond me. For some reason, the man who does not 
know perspective imagines it is much more diffi- 
cult than it really is. It is just one of those things, 
like the study of anatomy, which an artist may 
keep putting off eternally and suffer for lack of, 
every day. Perspective is a part of every form, 
under every condition and cannot be avoided. It 
affects your very next job and every one there- 
after. If you are working from a single photo the 
camera may do it for you. But if you change or 
add one single unit to your photographic copy, 
you will not be able to do it correctly unless you 
understand this principle of eye level and view- 
point. If you do not understand perspective, by 
all means drop everything else and get it at once. 
You will never draw until you do. (There are so 
many good texts on perspective that it would be 
superfluous to give further space to it here. 
Your bookstore can help you, ) 
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EYE LEVEL WITHIN THE PICTURE 




0EX.OW run PICTURE 



EYE LEVEL, CAMERA LEVEL, AND HORIZON MEAN THE SAME 

Perspective is the first and foremost means of 
depicting space on a flat picture plane and the 
natural or normal aspect of things. If modern art 
chooses to ignore it, modern art chooses to suf- 
fer the negative response thereby evoked. But in 
illustration we cannot ignore it and make our 
work appeal with any conviction of reality. 

You can easily check any copy to find the hori- 
zon. Simply carry any receding straight lines back 
until they meet in a point. These lines, of coiirse, 
should be parallel to the ground plane, like two 
floor boards, two ceiling lines, two parallel sides 
of a table, or the top and bottom lines of a door 
or windows. The point at which such lines meet 
will fall in the horizon. Draw a horizontal line 
straight across through such a point and that is 
it, When you have your horizon, note where it 
cuts across the figure. Then it must so cut across 
all other figures, at the waist, breast, head, or 
wherever it comes. All added units must have 
their vanishing points in the same horizon. Sup- 
pose you have a clipping of an interior. By finding 
the horizon you can estimate the height of the 
camera. By adjusting the figure you may wish to 
draw within that same interior with this camera 
level, you can make the figure seem to fit in per- 
spective. Cameras arc usually at breast level, so 
see that the horizon cuts through the figures prop- 
erly. This is about the only way there is to insert 
figures properly, so that they will all seem to be 
standing on the same floor. 

Another advantage: if you know beforehand 
about how high the horizon appears above the 
floor in the intended copy, you can then adjust 
your camera to that height when taking pictures 
of the models whom you intend to use in the pic- 
ture, You cannot shoot at just any level and make 
it fit your copy. 

When redrawing copy to fit a new eye level, 
first find something of known measurement in the 
copy. For instance, a chair seat is about eighteen 
inches off the floor. Draw a perpendicular at the 
corner of the chair and measure it off in feet. Then 
you can take any point in the ground plane. The 




EYE LEV&L A 6pV£. THE Picture 




FIND EYE LEVEL OF COPY AND MAKE FIGURES COINCIDE 



perpendicular acts as a measuring line for up- 
rights, Draw a line from the bottom of the meas- 
uring line, through the chosen point on the 
ground plane to the horizon. Then carry the line 
hack to the measuring line at whatever height 
desired. Erect a perpendicular at the chosen 
point, and the similar height is now carried back 
to the place you want it. This is exactly the same 
principle as placing figures on the same ground 
plane. 

The accompanying sketches will serve to illus- 
trate the various placements of the eye level or 
horizon {which is the same thing) and the rela- 
tionship of one unit to another. To make it a little 
clearer I have drawn the artist outside his picture, 
representing you and your viewpoint. I have then 
squared off the picture material. These will show 
why the horizon may he at any height in a pic- 
ture> and also that it is determined by the height 
and point from which viewed. 

I have taken a piano and some figures showing 
Jiow they must be related. I have also tried to 
demonstrate the variety of effect to be got out of 
any subject by using different eye levels. This 
opens up a world of opportunity for crcativeness. 
A subject rather ordinary at ordinary eye level 
may become quite startling when viewed from 
above or from down low. ... A high eye level is 
good when you want to break down into text 
space. A ground-level viewpoint is good when 
you want a horizontal base line, 

Understanding perspective in the figure, you 
can transpose figure copy to various eye levels, 
thus permitting you to use copy which you other- 
wise could not. So long as you have drawn your 
figure differently and in your own way, no one 
can object. This is not always easy. It is really 
better to pay a model, pose her as you wish, and 
work the thing out on your own, if you can afford 
it. Money spent on models is the best investment 
you could make as a creative artist. Your picture 
then is indisputably your own. 
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XlNCe NONE OF THE/E HAVE THE ^ME E.YE LEV CL- 
ONE N1LUT BE, /ELECTED AND THE OTHER./ AOJO/TED 
TO IT-FlRTT U&T U/ TAKE THE PIANO AT JHOWN. 



iMV PHOTO WILJ-E/TABU/H 

rr r own eve. level 
(tragi no*] 




^L&Y&L OF COPY, CAM^V 
THE DIMtWi^HINa P£FVP£CTIVE LlNef OOT UNTI1,tHEY 
MEfcT JN A POINT. THAT POINT IS ON THE HORIZON- NOW 
DBAW THE HOUJxOKTAL LINE ACWJ/TKB COPY. 




ROUGH IN Pit 

CORRECT PERSPECTIVE Af AGO IPS. 



APPROACHING THE SUBJECT IN DIFFERENT WAYS 




OENEPAL AREANCEMENT 



VP 



rstoNo PicujfiH j" Keren 

FOLU1WINC PER.J'PECnVe 

OFFiBTTf-mude. tmj" 
J&fiMj"W At>p MORS CHWRM. 
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PERSPECTIVE ALONE MAY ADD VARIETY 



THIRD R.OUGH J"KEtCH t^OUt-OWlMfl 

ALtO AN lflf*reOVtiMt=MT OVEH.THE 
PIRJT ROUGH AERAMCEW&WT, 




IT 1J AN EXCe»_LENT IDEA TO TTfcY OUT ANY SUBJECT PROM PIFF6RENT PY6 OR CAMERA, LEVELS. YOU CAN OCTE.M 
NlfcKE JOMETH1NQ JTARTUMC OUT OF JOflETH INC ORDINARY. II" YOU DONT KNOW PERJ'PECTIVP.jOONT FUT LT OFF, 



It will always be the problem of the artist to 
take his subject and approach it as differently as 
possible. There is no doubt that if thought is 
given in this direction, something unusual can 
result. John Jones sees almost everybody at about 
his own eye level. Raise the figures and lower 
John Jones, and you have him looking up to your 
characters. There is a certain grandeur and dig- 
nity thus given them, something of what we feel 
when looking up to an orator, a minister in the 
pulpit, or an actress on the stage. That is good 
psychology to remember, and it may be used 
to good advantage. 

Opposed to this is the sense of superiority af- 
forded the reader when made to feel that he is 
looking down on our characters. How much more 
beautiful a ballroom filled with figures looks from 
the balcony than from floor level! How we like 
to climb the hill or mountain and look down on 
the landscape! The greatest thrill of flying is that 
sense of height. You can lift your observer psy- 



chologically by this means. Too often ordinary 
pictures are ordinary because no thought has been 
given to an eye level. 

To illustrate a child's story, tremendous sig- 
nificance can be given the illustrations by draw- 
ing the pictures at the child's eye level. To the 
little child everything is so high up, so big. Dad 
towers over him like some great giant. No won- 
der he must somehow put over his own impor- 
tance. 

Using different eye levels breaks up your pic- 
ture areas in very different patterns. It is wise to 
try out small suggestions in this way. This is one 
method of testing your inventiveness, and when 
you get something unusual it pays good divi- 
dends. In story illustration as well as magazine- 
advertising illustration, something rather drastic 
has to be done to get attention, or "impact," as 
illustrators love to call it. Here is one way to go 
after it. Get a stepladder and try it out. Or lie on 
the floor and sketch. 
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USING LINE TO PRODUCE A FOCAL POINT IN SUBJECT 




ANY OSMMOW JUNCTION OP UN Er PRODUCE/ A FOCAL PoiNt, SOT NBVB R P LA CE AFOCAL POIMT S)fACTL¥ *N THE CBNTCft 
ANY LlNfeJ POINT INO TO & VANUHI^C POlWT Oft JU^CTIOH WW OP YOUR. PICTURE Aft^A - tTU AUO WRLLTaAVOID WINC 
A FOCAL POlUT, A HeAP MAY WEUL (£ FUCBD «J"UCH A POINT, DIAGONAL* Tt^^T BIJ'ECt TMC COftNEftJ AJ MAIN LilsteJ*, 
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tN FOItMALPByiCN PLACE THE POCAL POINT ASOVE THtJ" BA.T I C AftRANffEMfeNT CAN BE UJBD FOR MAN Y 
Oft. B&LOVMTHEMtDPLE, HEREIf ACoOO tAYOiJT, PEJtONJ.0UlL(i YOUR J"lJSJ ECT AJ~ YOU WUM. 





SPIRAL J MAYALJO &E, Wet* TO fsQCUJ - ATT&NT IOP4 . "TA fete. 17 AJ" AftjUUfe 

that LlNEi" SHOULD L£aD TO AND CROJXAT THE MAIN POINT OF INTEfcEJT. 

YOU WILL OFTEN WONDER HOW TO FOCULT ATTENTION AND 
1WTE&EJT UPON A CEiSTAIN HEAP, PI CORE OR. JPOT. JTUPYTHLT 

PAcra carefully, every ao&& picture shou lo have 

the v^NlJ-HlNG POINT I J" THE A MAIN FOCAL POINT AND ALL UNEJ" SHOULD DRAWTHEEY£ 
*POJ"1TION OF HONOR" PictofciALLY, TOWARD THAT J"POT t THE OLD JAYING 'ALL ROAOf LEAD TO ROME* 
IT /MOULD (iOTOMAIN CHARACTER.. iS ^ONPAMENTAL IN GOOD COMPOJ*lTfOM YOUR ROAD/ARE UHES, 
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PROVIDING AN "EYE PATHWAY" IN COMPOSITION 




THERE JHOULD Be A PLANN^P eA$Y AND NATURAL PATH LlNEJ" LEADING OCT OF THE SUBJECT SHOULD BE JTOPPED 
FORTHEgyeTOTRAVELIN EVERY GOOD PICTURE BY JOME DEVICE Oft ANOTHER LIKE. LEADING THE EYE BACK 




R.OADJIOPPEP 
'DUK MASS OVEftHEEE 



THE EVE JHOOLO ENTBR AT TUG BOTTOM AMD EMERCE 
AT THE lOP-NBVfeR AT TflS ^IPEX- J*tNC& COHNER./ 



Aue* eye trapx'' eecAu je optheii* junctconJjTRY 

TO LEAD THE BYE AWAY FROM OR, AftOuN D THEM . 




YOU CAN* MAKE THE EYE FOUIOWA CTIVEM 
OOUIWE ALMOJT A/YOUWI5H ISY JKl LLFUL 
Ufi£ OF LIME* i-EADTHE EYE IN, ENTERTAIN 



IT WITH A J"POTOF INTBREXT AND THEN ALLOW 
IT TO P&Sf OUT. ITJHOULD BE A PLEAJ'lNG RATH 
AND NOT OBSTRUCTED OR GIVEN TWO WAYJ TO CO. 
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ATTENTION DEVICES 



EYE-CATCHING 3USJEC7-T 





WARWELL * 
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RAPlA-tiM<T CURVES' TO FOCAUPOfNT JPOf JSQUEflCe T» POCAl. POIMT AMytHlNCTHA-V W(t-L PQ|NT 



ANYTHING SHOWING XPEE.D 
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^J-A-ME OR ^IfdE. 1-fO-r l(F ANY JOt^T OF &XPUOJION 



f»Q IMlEft 




imPENDlNC tJlJAvfTtfe 1 ANY iPIRALMOTIC 
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GET ATTENTION BY BUILDING CONTRAST OF LINE OR SHAPE 




WITH INJT4UI1.ITY . --■ yviTH A J VMSTftlML J"H4PE BV CdNTRAiT TO CIR.CLE/ 



the Straight cohtr&stko 

WITH R.HYTHMJC LINE. 
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Circle Mape powerful by 

COHTBAJt TO R.10HT ANCLB-T. 



HORIZONTAL CONTRAJTEP 
wylTH THB OBLIOOE. 



TftlAUCLS COMTItAJTeP 
TO fteCTAMCLBJ 1 



diagonal position orrftuAtefe 

WITH VitE-rlCALS ANfrHOfiiZOIJTA^ 









LOflOT YIJE. 




ftA&H AC&iNT aisiyrMIMCf CIRCL6 ^E-EJOJ *SCTftN<Tt*J OVAL. PlACfeB AT lNT£R,re£YlOM ARCS VE1W(JJ ffcEC TihlCLE 5 1 
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THE RELATIONSHIP OF LINE TO EMOTIONAL RESPONSE 

~7X 



A 
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*HCV£J P0» ACimtlON.OQHHJ/IOK, V ERT1 Cti\f FCJK.P t«TM ITT ilREHITK, HORIZOMtTduT RJ«- WEpcrXe.CAU^, RAOl t FOK.<?LO«Y. QEVCrnON, OLTV. 

CUtfH,tm-6CfRtTV t ACT(ON,JTKJFE PERMAHt.MCe .-STASU-ITY , AWE- OU Its njPC .PEACE, TRAH<ai>IL1 TY , R\TfMOTlJH , tmtTY .AMBIT ><JH,"?5gflf 





RiOLOIION FOKJ-HOCK ATTfeKTtOH JPIP^U *)R KKniOM ,PO**M«aTE*Wr TRIAHGLB.T FOR rERMANENCe^eaJKlTY RHYrHM FOR.CeACE,OI«!M,MOWMEHT. 




UGHT FOR HOPE ,LOU£, AMBITION. &RQKEMJHAPE/-PNfTABIUTTm£KrtltlfY QUUOOej-OOMMT 0W*HtIKW- CLASH RECUN(Tl.EJ.5T*SIUTy.JrcEI«TW-lJKirY 




CIRCLES- iMt^ENJtrf .VASTNE^.trOtHnY- OV&tS -FEMtNIN ITYCREATIVtNtfJ INFOCMAL JUBDlVI-flON- ACTIVITY FOEMAL PIVi JIOH* W<TNtTV UNITY 
motion -EOuaUTT-oeilVERANCE, SEM5UOJITY reACE PERPETUATWN EXCITEMENT- tLWTl CITY. n«*eEff BALANCE • FORMAL! rt JTKfNGrH . 
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BAD COMPOSITION BRINGS NEGATIVE RESPONSE 




l-t- PONT GIVE THEEYe TWO PATHWAYS 
3-H-5-6-T00 CENTERED- JTRA^HT FRONT 
POfE -GiD. 5- t'TOO AU ICE AND EQUAL . 



NOW THE EYE (SLED TO THE R GUCE'ITOW 
PUT IW ON LINE.T WHICH WOULD CARRY EYE 
OUT-PO^E MOI2E. IN KEEPING WITH JUGJ fcCT, 



WE MAY HAVE A BETTER COMPOSITION 
BY HAVING THE LITTLE QtfLl. CLOSER. 
TDKJMIN^TE THE L&NOJCAP&, 




1.0ONT POINT THlNcf OUTOIP PICTOftE. 
S^-too EQUAL IN IMPoRT4NCEAFL0W£U 
FQINTINCTwrEONGV/AY. 5 'TWO EYEPATHJ"- 



l.ON&EY&PAIH NOW- 2 POINTING INWAR.D 
J. COPS GCOOPED "4. FLOWERS CORRECTED 
5-YOU NOW KMOWTHEY AI5JB COO 1GB J. DEI TEE* 



YOU CAN TE-JT ANY COM PORTION I&Y 

tracing THe u 5PACH BErWE£NTHfNGy 

AN p FILUtN • XEE fF TH&Y MAtOE 4 COO D OEf / GN i 




UFICUR.E100 LOWANOTOOC6«1BR.EO; 
2.NEVER JPU1 &. HEAD VWnH ANY LINE. 
COHIMC IN7OIT.3.D0NT USE- THE EDGE 
OPTHE PiCTOIifi TO COINCIDE WITH C» 
LIN6 INTHft P (CTORfc. (WINDOW FBAMe) 
4'6-7-8-TOO CENTERED. RAG BAD. JT HAMPS 

coTotH*. desk: LINE TOO LOW AND TOO 

N6A.lt BOTTOM SDCI ■ MANJ GAZ& SAP* 



HERE WE HAVE MUCH THAT iS MIJ JJPJC IN 
TKaOTHEB: PICTURE. NOTHING COMPETED 
VAIITN H6AD.NOTHIKC !J CeNTeRLED , THB 
BALANCE OF T«E AlttJECT 1J PLC AS INC. 
ACCEJ-JoaiEJ HAVE MORE CHABH\'e6LDY 
COULO JUfT AS WRLLHAVfe BEEN PLACEO 
ACAiMJtAMOBJE. pleajjnc baccgkouHD 

TRY TO PUN £V EftVT H I M C? YOU OO, 



■fttWETIMCS APE/IGN I*IAV Bfi BOiLT 
OF MEA05 ALONE AND VJITMOUTHUviNC 
THB HEAD,? COM PLftTE .THE. PICTU l£ e 
MAY (BE MUCH MOW flR,ffi6J"TlNO 
THAN IPT-WO ENT1R.E HEADJ" VJE-R.S 
SHOwM,EJPEC)ALLY IFTHE TWO 
HEAPS VJB,C£ ABOUT" EQUAL LN Jt^E=_ 
OX.ARJE.A A^D EVENLY JPACB.D. 
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VARIOUS TYPES OF VIGNETTES 




f LQAT1 N£T OR FREE OF THE J"PACE LI M IT/. Tl E£> TO TWO OR, MORE J7 DEi' 



YOU CAN USE. INFORMAL -TUBPtVl.TION. 




OPEU TPACE TIED TOGETHER, SY CONNECTED VICNETTE 



5P0TJ* TIED TO MAIN VIGNETTE 
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MAKING THE WHITE -TPACE PART OF THE PICTURE .MERYUTEFUL. 
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BOROEE. V1CNETTE 



A VIGNETTE IS A DESIGN PURE AND SIMPLE 



o^^& 




'/JLHOUETTE VlCNETTE 
(DMJ-K MAJ\f AaAiNJT LIGHT) 




^humWMwUi jgg== 



dTLdNTIC CITY 



RELIEF VI CNETTE 
(LIGHT MA// A(7A I N J J Dt&K) 



VOUU HEALTH .15 lUl: NATIONS WEALTH." 




Mi E ID £ CAL 'RLSmiC H OF AM E r £1 

COMBINATION VIGNETTE W ITH & JOLID ?iCTUR.E AS DOMI N A NT . 



JWW dire sOMe, Ihm; p&i^rid jlieer uiuitiJ. 
^y flect^icitij did not liamxk the IoujIu cjanalfi' 




COMBINATION V IC N ETTE DOM INAT* NC OV Et?.i"QUAR.E UN ITj". 
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O&KEDOKE 

PIPF TOBACCO 



"SKETCHY*' VIGNETTE. 

any /imple masses v;.each other. 




V (CNETTE TIED TO PRODUCT. 







VI CNETTE TI£D TO COPY SPACB. 



SIMPLE LINE COMBINES EFFECTIVELY WITH SOLID BLACKS 




please support this site by bu; 



\ thanx (in association with amazon.com) 
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Creative Illustration by Andrew Loomis 
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COMBINING PEN LINE TREATMENT WITH BLACK AREAS 




PEJTKTNEP BY INFORMAL JUBDIVI/ION • BLACKT APD&P WITH BROTH - VAM£ PEN wA/ UT&O THROUGHOUT- 
NOTfc ATTENTION BROUGHT TO MAIN FIGURE BY VS/HITe-T AND UJ"E OF*X* IN THE. PO.TE. - BLACKS HE.LP- 
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PEN DRAWING IS BUILT ON A PRINCIPLE 




*'flH,C!V,e ME NftTUKE,PftNCIM<J au T TEKFL!Ej A^D Pk,E-TM MINT IN TH£ AHt" 



THE WORKINC PRINCIPLE OP PEN DRAWING i; THE UEVaLOPMENT OFTONF. BY A MIXTURE OF THE LIGHT OF THE WHITS PftPER 
WITH THE DAR.K OF LINti, <T JJ" LIKE A W! EH. /CCEE.N IN A Wl NDOW. THE HEAVI E.R TH£ WIR.E AND THE CUO/ER.THEME/H, 
THE MOUSE IT DiftWEW/ THE LIGHT- JO, JET4BOUT TO PRODUCE A CIVENV&LUE BT THE AMOUNT OF VYH iTE. THAT COMB. J" 
THROUGH. YOU CAN MAKE A* JO.L£*OP PEN VALUEJ" TO WHICH YOU CAN ALWAYS R£F=E.fL' THEN YOU KNOW ASOUT NOW UCTHT oeHfi&YY 
TO MAKE YOOR. LlNETjAL/O HOW CJ.OJ-E tOCTEtHER THtS-Y JhOULD SE fcoRTHE TONE OR: VALUE YOU WANT. frOLLOW THe FOR-Mj EITHER. 
LEMCTHWlje Oft,ACftOJJ" lT,WlTH yqUR JTftOKE,J\ TRY to KEEP OPEN "oft. WHITE J"PACE AJ A PART OP THE DEJICN, DfcAW MQJ"TLY 
THE JHiOOWJ^TONE ALL Over'u VERY OlFFicULT. PL6M JTHOKf J CARE FULLY BUT INK THEM IN CuKtSCTLY ^N& FR.EELY ■ 
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PEN DRAWING IS CONCERNED MOSTLY WITH SHADOW 







THECiEMER^LAPPiSOilCH TO PEN DRAWI IS1Q 
IfTHEJTiME <W AlXOTHEf£ MEDIUMJ"-THE. 

ae.NDeR.iNG of uctht andjuadow. the 

ONLY DlFFER,CMCe 1J" LEJ"i" MODELING IH 
THE HCHTX. KtEPTHEM VERY J"II^1PL£. 



DON'T WORRY JO MUCH OVER. JTiCOKC./ &J OVER THE /TA.TEi<vieiNT OF GOOD WMiTE5,CRE>rX ANP BLACK 
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PEN-AND-INK PROCEDURE 



J" TART WITH A -TTRONGLY 
LlCHTEO PlE.Ce OF 
COPY-CLEAR. /JGHT 
A KJ Q SHADOW, MOT 

a a EY AN D XU E>TLC . 





MAKE A PftELirifNACY RfllJCH,JETTINC DOWN THE 
JTiTBMBWT OFMi;/ ARJlANCrMBNT INTHE/(MPl.ejT 
POJJIBLE TEftNU. DO NOTWORJIY VETjUSOUT TCCHNIQUE. 
CONCERN YQOIWELF WITH DESIGN OF B/AC^QReYi.WHlTSJ. 
THirWILU PRODUCE A GUIDE TO VflUJEJ TOBEPUTlNrrie 
FINAL WORK AND THeVatTERN "eFFECT OFrH&l/VHQLE. 

COOD PREPARATION 1/ KIQG.E THAM HALF THE 6ATTLE. 



MAKE JTUDIET OF THE HE&D 
OR. OTHER. IMPORTANT PAR.TJ, 
fK OR.DHE.TD PLAN YOU£ JTR.CKFX 

fTHir javejt much ae-i ep j ) 



FHSJTTONE 
S EC<^ N C> TONE 

YOU CAN MODEL Wl 
ATONE BY CROSS STROKE 




WHEN YOU KNOW WHAT THE VALUED ARE GOIWG TO BE, IT (5 EATIER TO PUT THEM DOWN NEXT TIME, 
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FOLLOW THE FORM WITH THE PEN STROKES 




XVNOA-f AFTERNOON 
59 



DECORATIVE TREATMENT IN LINE 




COMBINATION P&H UNfi AND Sl^U-TH 0NWHITS JTfOCTTH STRATH KORE. BRlJrOL. MANY COO D EFPecU Aft E 
POr^lBLE ST THli" COMBINATION, THE 0£,T1GN WA.T WORKED OUT SY USING INFORMAL J"U6DlViXION. 
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THE BRUSH USED LIKE A PEN 





li iii-' n n t .. i .m »m i i i ■ ■■ ,'■ "|| i' ■-- ■ ' _,-|l i ' '" 



SKI KG 



MfB 




, tt-f^vi -^-^-Wi ^ k fc - w«-*Y* 



p ^^^.%-i^^fc- 



SRU/H DCAWJNG OH -TT(tATHMORE BK.UTOL BOAfcD. COKlPO-TfTIOfl B&JBD ON CIRCULAR ARRANGEMENT WITH A 
"RADIANT UaHT'BEHJMD HEAP, -mi S NEVER FAILJ ToVuLL THE BYE INTO YOUfc JUBJ2CT- DRAW RAP1 1 FIRST* 
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DRY BRUSH 




ltf , a wiTBJt (USLOft.-BRtVM^flT Tfl^LAftl-E- HLgTnfijYQFfflE VNK ^RO^ BftUjH ON GtOTTIHG PAPEA- FLATTEN ^JP^J 
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DRY BRUSH 




-"" j^ - 



* ' -lis ■-- -.■',. 
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ADDING -SPATTER" TO LINE MEDIUMS 




to uvajTpattrb.tack a/heet or 

ThkiVUUiTK A Kijtuft aUUt.CUT tWAT 

THE PORllOt+J'TO BE J~FATT fiKED, L^ E. 
ATpOTtH BftUJ-M OR A JTIFF BRIjTTLE ONfc 
NOT TOO LARGE. /PAlTEft ?Y FULLkNff 
BftJ/TUE^ BACK. AMD^ELFA^NC. fPJfrTlR 
l/AGOGO WAY TO ADD VAftl I^TY AWT? & 
BIT QF/PAHKLt TOi DiTflWlNq. TRV*T. 
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DRY BRUSH AND BLACK PF.NC1L ON GRAINED PAPER 




05 



BLACK INK, BLACK PENCIL, AND POSTER WHITE ON COQU1LLE BOARD 




on 



THERE ARE NEW POSSIBILITIES IN THIS COMBINATION 









- ! .' f .'A~-:--.. 



DRAWN WITH PRUt^ACOLQR fitACK 93J PCNCIL OH BilNBH-lOQ£ COQ^JILLE &QARQ ND. 2, . 
PLtCKJ Aft,E PAINTED |M WITH HlGtTlNJ" BLACK Pf*AWI«G INK. THIJ CO M B I H AT lo N MftKEJ 
A PULL RAHQf: OF 'JAL-UEJ FRjOU TQLltJ BU^CK. TO WHrTE. IT PeftMlTJ 1 LiHE RE PflODUCl IQN 
£tn GIVE J A HALFTONE ftFFBCT. FtUt POH JtlFhNIJJG EFFftCT/ WITH CHEAP PJtlNTINC ON PULP 
PftPfeftJ'. IT 1/ WORTH EXPeRtr^CNTlMC WITH. FAPER l J Tt"3 JTQFT fQr A P E.N . t tfE -^ ftRJU J~tf . 
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'SANGUINE' " ON GRAINED PAPER 




JlNtiUPrtfc J/* BLACK CFta-YON WHICW COViE-T 
1*1 SQljFAAJE TTICKf, IT HAf NO JHLUl.irC^M 06 
HUB &E & QF1 MOT. TM1J - SHEWING ON DAlMq4L1>CL 
"COflU I L LE * HO, J - WPT H OUT i"V ftU [Jil I HC >= &* 
LIMB HlHllOOUeTltJM. MDUtTrONDHE H4LF 
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BLACK PENCIL ON GRAINED PAPER 




wmwH- 

i ■:.■ ^riv! j 'v .:.■■.■■' 



DEEAY^K WITH PfcJJTMACQLQR. &LACK PENCIL OH 

e ai h br.1 oce too uj l le * 2. . r k i r prod uci; 

4 HALFTONE EFFECT FOR, LINE REPRODUCTION, 
DfttW LlCHTUY I N OUTU PI £ . WNEK LT I J Ml i 5 - 

K^CTtsRy t aod aae vJ" am o parkx do not erajtj 






it 



% 



m. 
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DRAWING PROCEDURE 




GET CiOOD COPY b BUT- 
DONTAAVJ/HLY COPVITi 

THE RL& Aft £■ riflJNY WfiY/ tt> PPAW 
CRAW YQOE W*Y n SUT MiklEL iT 
A LaGl CAL f*OCEDUBE- DONT 
TBT TO 00 E.VE.KTTHI NG ATT-HE 
JAM,£= nME.iLL DRAVJING J.T 
PRDP-OH.T tON - IT 1 J ELTH E-Rr JUST 
4_IN£ OfeTKe PENBEIilNfl^ O P= 
LICTHT OH FORM. &VEHT &RBA 
HA J <Tif OWN PRoPERrTY 'Ot^llHfl 
ClTHEft. IIN H*jHT H KiLFTaN;&. OR 
JH ACO- w . 'YOlf M (jjt PC CI Be v^N I th ► 



/- 




PITJON OFTHE 
tTHUJCHTJ" AMD 
ACCEtiTJ - 



THlftP JTAC£ 
MODEuNGOF 



TECOND JTAGE 
< fj^PA R AT I QN op 

LICHTANOJUACOW 



FIRJT JTACE 

OUTLINE 
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DRAWING, ABOVE ALL ELSE, PUTS YOU OVER 



r$- ;■■:!' ;''■ -■•;.'-. 








— -jZFJ-J-s.f. 






-. - ■■■■_.. ;>■ ; 







^ ' 



I HAVE UtFTTMl/ DRAWING INCOMPLETE 
JO IT WIHJ"HOW THE PfEOCRDUEt. CfeT telP 
O^ &tEAW*H,C CR;UTCHEJ' ANP ^UKE, YOU^I"&Lf 
DO IT ALL. TME OKLY WAY ON& CAN DKAW kJ TO 
PEAW CONTINUALLY. WHEN YOU 00 IT, YOU GAEM 
MOMENTUM" IF YOU CHEAT At IT- YOOL^TE. 
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BLACK AND W PENCILS ON GREY PAPER 




ri-^W H & ■' . f I 

OMtOF THE OFJ"! WAYS TO h4KE PRELIM I htAIlf JTUQL EJ - . *J.TE THE TO«E OF THR RfLPH FOR 1«* LI5HV, THE PiNCILl/ PD«.nt*L 
HALKTONfcJ - AMfrvtiUVLf. ytH \ \ ti. J- Ant WBD OH LV ^Dft, KlQMLn7h*T^ OR White Aft**/- CHaR-COAL. *TH t> C^ULK ^*t£. KQuALLV CO^P, 
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POSTER WHITE AND RLACK INK ON GREY PAPER 




CHARCOAL ON GREY PAPER 
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DRY BRUSH ON GREY PAPER WITH WITES 



1 
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"SCRATCH BOARD" 




7G 



"SCRATCH BOARD" 







TO DRAW ON Rarj"(/CfiATCH) BO&ftp IJ" * TMFU k.V_l NCT 
UV&NTURE.ir tX & COAT&D BOARD O^FeTtlMQ MOCK 
VARIETY OF rftCATME-NT, B«PBR.!MBNT WITH IT.' 





/ " ( 2 '7\ 
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"■' /. 



"W 



V' 
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" 1 K 



/ ^ 
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LfcV OUT YOUR/U»Je.CT(PftNC)k") 




PRJkW HALFTONE/ WITH Pen. PAINT 
IN J"OLlD -THADOWJ, (-WlALL CR-U/h") 




j"CR,ATCn IN UNE/ |«J"hA0OWJ" 
WITH J'HARP P01HT.(PEN KNIFEJ 



t "F\"f 



CRAFTINT 




HiTcnN ze>9 oouBj.tf*p* 



YQU «AK. TrtEH F^CHT 0« TOUft emtiiNAL W^WiN* BY J.MPuY -HMT.** IH C^VfiLOPtK! W^CH WII.L 
ftEN^Pt t*-^*E t T^ VlflBLH. — E ae^PJ-COMB I^V^TrWRUE *M P «A*J* i=ATTIll^J WITH 

bithea i /jHCLETONe oftpoufcLATOMe bffpct. fcucKf me At>D fcP WitK m**i»W '«*. fwrTHiJ-* 
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CRAFTINT 







\m YOU H^ftE LNTPH.EJTEP FM N EvJCTPiFE H. PP*VJ I N P ,, OO M LCX p ORi A H Y 

F<clp ^he«g. amgiu&LiTT wr*n jfpbeo coumtt— £J well aiiny 

TY*E OF P4iT MKCMANICAi. «6NE*EKING.,TOlJ WU_1_ PINO C**iPTl NT AN 
ChiNOWiTICM. IP VOtJfl tE^LEL CANT /U 1*1* L^ W F THEABdm// 
LT fiTRAFTHJT flFTS, dO. H i IO J"T, CLillLAVf.jtl.W^LLEVELAFiq^Hia, 
■A.TK P&H TYt-Ein, Pfcrc d1 p*T I VE LJTBRiTt;llB. YOU'LL LIKE IT. 




VOUCtN HAVE A LQTQF FUN 
WirH TH \r NEW MEPIUH, 
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PART TWO 
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HERE ARE 




ESSENTIAL PROPERTIES OF TONE 



1. fnrensiLy of light in relation to shadow. 

2. Relationship of value Lo all adjacent tones, 

3. Identification of the nature and quality of light. 

4. Incorporation of the influence of reflected light. 



'one is the degree of value between white 
and black-the lightness or darW&> of a 
value hi relationship tf> oilier valuer. Tone 
!ht visual appearance "of the moment" as sif- 
ted by light and reflected light ou » surface, or 
lack of light, producing durkness. Everything 
its uwu or "local value," which can he bright- 
" or darkened by light or the lade of it, The 
ntfir is interested only in the effect of light or 
Airiness on the focal vahm, and not in the local 
hsluc itself, So when we spent of tone we mean: 
WW light ur dark is it in relation to other things? 
blow light is the face in light as compared with the 
face in shadow and with the background, coat, 



I 



and so forth? Thus dark skin in bright light mi^ht 
nppear very light, or light skin very dark if in 
shadow or silhouetted against bright light. We 
apeak of a dress as light pink, middle grey, or dark 
blue. We are speaking then of local value Or color 
and not of tone. In tone value the same dress 
might be any one of the three valuer accord lug to 
the conditions of the moment or "in faience" of 
light, shadow, or reflected light. When drawing or 
painting, we therefore look for the effect, regard- 
less of what it is known to us to be "locally." Al- 
most the only time the locaJ value and the tone 
value are the same is hi a neutral diffused day- 
light. 



81 



BASIC INTENSITIES OF UGHT VERSUS SHADOW 



FIR/T II4TENJITY 
LIGHT (vs.)JHADOW 



1 




1TON F J f:T ASATf ON - LX V* 5 (1 . 
DIFFj/Sd light 

FOURTH INTENSITY 




^ TON Ft J REPARATION 



JECOND INTENSITY 
LIGHT JHAOOW 



t 




E-TOMFJ^PARATlON 

HA^Y JUNIIGHT 

FIFTH INTEM/ITf 




5T0NE/ JEPAfciTFOtf 

XPCTLH7HT IH PARK 
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thjr.d imtch/q 
Light thai 



-3TONEJ" JbPARATK 
fULL -TUM LIGHT 

LIMIT OF IMTHNJII 




FULL J"£PARATlOr 
FflACT | CAJ.L.V EU,4CKh 



THE FOUR PROPERTY OF TONE EXPLAINED 



W^btnu' tha t so-called ''white" skill is riot really 
ate. HcAtfever, it may appear white ill a photo. 
Veknow it is noL blneh. though shadow can be 
hhcke-n fle-sLi in photographs. The itinera 
to ii, theoretically, recording tone, the "influ- 
;cf the moment." It is true that film and paper 
Mrt always, record tone truthfully or as the eve 
fesi( h hut it is tone nevertheless. 
E Wc can take photos or draw and paint pictures 
(he same subject in many different seis of 
Jibs according to lighting conditio] is. 
£So this brings us to the first properly of tone. 

| mtiisitif of light hi relation to shadow. 
All light mid shadow bears relationship. The 
filter the light the darker the shadow app^irs, 
fccoutm.a. The lower tl:c light the more nearly 
he shadow approaches the value appearing in 
Relight- [n a diffused light the lights and shad- 
re become diffused also. In n dim hazy right the 
(sfliul shadow.-; urc very close in value. So we 
End that the relationship of light to shadow de- 

C -eiidi entirely upon the intensity of light, 
mule preceding page are scL up basic intensi- 
Now it is true that whatever degree, of. dif- 
^pfe there is between the light And shadow will 
nil the lights and shadows consistently 
Brought) mL the subject. It the shadow : for exam- 
lb, is only one tone darker than the light, (hen 
y jlmlow, barring reflected light, would be 
Ere Brie darter than the tone in the light, all 
ugh the subject. If the light is stronger, there 
i|f bu two tones of difference. Thru, whatever 
we paint in the light, we ninsL paint the 
tw two tones darker. The basic difference 
pes on to about six intensities, for that Is atioi.it 
P the values we have between black and white. 
I ttlOre would hardly show separation In the 
age reproduction. On the next page you will 
d ii subject worked out ii\ four of the si* inten- 
Oa a black night a figure iu a searchlight 
fould appear to have blaek or nearly black shad- 
|h5*iiioagjioiit. But in a diffused light on a cloudy 
EUv the same figure would have shadows so close 
ttrahioas to be hardly discernible These, then, 



r? 



i 
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are Che extremes of the intensities. So there is no 
such thing 51s a fixed relationship of tight to 
shadow. Local value has little to do with it, and 
all belongs to the Form Principle, the "aspect of 
tlie moment, in relationship to its environment." 

2. Relationship of valuG to all adjacent tones. 

In any given light, all things are so much lighter 
or darker than what they appear against, or what 
smronnds them. Thus the "patterns" or areas 
within si picture hear a relationship to one an- 
other. If onv. area, for example, is two tones 
darker than another, it has a two-ione-darker 
relationship. It Is this relationship that must be 
held. We can then place them anywhere in the 
scale so long as we keep them two tones apart. 
Thus we can key all the values high or low and 
still maintain the relationship. It is like mi to sol 
in the musical scale, which can be played high up 
or low down on the whole keyboard. Another il- 
lustration might be the making of a light or darker 
print of a phr>to t all the values going up or down 
together but maintaining the tonal relationship to 
one another, That is what wc mean by L, key h ' in a 
picture. If such a relationship of one tone to an- 
other is not held, then the subject falls apart, loses 
all brilliancy and relal ionship. and becomes what 
is known as "muddy" in value. This is the reason 
for dnliness. 

3. Identification of the quality of light. 

By the kind ^\id relationship of values the pic- 
ture takes on the kind and quality of light. If the 
values are right the subject appears to be in sun- 
light, daylight, or night light as the ease may be. 
You may be certain that the quality of light you 
get Into the subject goes a long way in making 
the picture beautiful and having a "quality of 
existence" One part of a pieiure with wrong 
values may suggest a strong light-auother part, 
a diffused light. This sets up an inconsistency with 
nature and makes a hodgepodge of your picture, 
All lighting must be consistent throughout, which 
means all values must fall within one of the inten- 
sities described and also he consistent, For only 
with true values can we paint light. 






SETTING UP A CONSISTENT RELATIONSHIP OF LIGHT TO SHADOW] 
THE VALUE/ U/ED BELOW FOR THE LIGHT REMAIN CONAANT, JHADQWJ WW TO ONE TOME HI 





I* tNTEMmY=JHADQW/J"ET£TONEJ- DARKER 

THAN WHATEVER VALUE U^D IN THE UCHT. 



j^lNTENJITV- NOW ALLJHMJOWfJ 
THREE TOHEJ PARKER Tfl&NYfiLUE IN 





4™ IIUENXITY^WDOWJ: 4 TONE J DARKER. 5™ INTENf ITY^mWW frTONEJ DAf; 
NOTE THAT LIGHT APPEAR* JTRONGER M JHADOWJ ARE MRKENEP.THOUGH ACfU ALLYT* 

MIX A rCALB OF EIGHT VALUEJ- F*OM WHITE TO BLACK , FOR ANY EFFECT OF LIGHT, WH' 

WORK DOWN FROM VlHfrt TO DARK. THEREFORE W C*W ONLY ATTAIN BRILUAMCT 6YC0N| 

FOR HLGH-KEY&D A WO DELICATE LIGHT^JE A CLOSE RELATION J" HIP OF LIGHT TOW 

FOR BRILLIANCY AND FORCE, U^E A FOUR OR FIVE TONE JEPARATfON. REMEl 

ALL TH&LiCHTXAWDJ-HAPOW/KUJTHAYE A CQtiJi S TENT TONAL /E-PAfcATl oH EV 

WHEN A SHADOW |JOBVlOUJl.Y LlQHTENED BY fcEA-TON OF REFLECTED Ll'i 
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WHEN A JHACOW (J OBVIOUSLY LlQHTENED BY feEA-TON OF REFLECTED LI 
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THE MEANING OF K1:Y AND VALUE MANIPULATION 

VALUE/ rN BOTH LIGHT AMD /HftOOW AftE RAL/ED OIILOWEBED TO CHANCE THE KEY 

I 





jMGNMAWVALUEf AGEATTHe fQPOF VrtE/cALE TvLE SAM g ftE LAT I ON fh < Pf MAY AL L BE DfcOPPED 

n HAY BE CALLED WORKING IN & h , GH KEy / ATONE OR Mg . THiJ" I S CALLED A KlDDtE KFY* 




HOW THE JiMti REJ-iTiOMJ-HIPJ DROPPE.D to 
ft\£ aOTTOM QF THE JCAl_E\ ARE^LOW K£Y^ 





H£RE WE HAVE INTENTJQNAL FORCIWC OF" 
RiMGE TO INCLUDE THE FULL/CAL^, 




WCIKOOF THE PARK AGi(H/T k!CHT, Foit-CINC QFTHE U I C HT iffAlN IT "PARK 



KHON/TRiTiNC THE: exTENDBOVaRLETY 

tf T^EiTMENT OF VALUE/ AT YOUn, D i JT- 
PO r 'ALWHEN WQRKINCJW1THACOHHECT 

iwdefl/tajj ding of" k e y "am p\mtei^j"i TV? 
KCTVjIO OF THE jr ^x TftfctfTMENT/AftE ALIKE 

THLf I/ A REAL I?£A/OM FOR.MAK.IMC /MALL 



J'KETCnerOR THOMGNAlLr BEfYJl^ECDIMO 
A HEAD WITH Fl NiL V/OR* - IVQTE THE PRAM- 
ATTC EFFECT OF THE. LA ft TWO- YOU WEVER. 
KMOW WHAT WJTieJ Lf Tf£ J LIE IN TOO'ft i"<Jl> 
JECT UNTLL TOO REA.LLY EXPERIMENT, IN 
OTHE.R WQR.DJ" IT If PLAIN THlNKlMC \ [ ! 
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THE FOUR PROPERTIES 

4. Incorporation of the influence of 
reflected lif$it, 

Now when we speak of a basic intensity of 
light, wn; must take into consideration the fact 
that shadows, besides having an intensity rela- 
tionship to light which peta than so many tones 
below, are also subject to other influence. Kvcry- 
iljicip; upon which the light shines gives. off some 
of that light in reflected light. So shadows cannot 
be made to fit any rule entirely. If light is shining 
on a white background, naturally some of that 
light will reflect into the shadows of objects near 
bv. So the shadow of the same object En the same 
light might he lighter or darker because of re- 
flected light, or according to what die En fluent* 
is from its envirooTiujTil . Nearly all shadows con- 
tain some reflected light in any daytime or natural 
light. In artificial lipht the shadows may appear 
quite dark (and photograph as black) unless we 
supplv either some reflected light or a so-called 
"fill-in" light. But the fill-En light should be soft 
and of less intensity, for we are really substituting 
for the normal effects nature would give us. Sun- 
light itself needs no fill-in light to be right and 
beamiM. though all kinds of reflectors are used 
in outdoor 1 notion-picture setups. Tf the fill-i" 
light principle Es not understood, the result looks 
faked and h r&lhor than adding realism and charm, 
it may actually detract. 

Reflected light, then, is a '"pins factor" to the 
basic intensity, and must be so understood. Re- 
flected light is really luminosity within the shad- 
ow. However, the edge of the shadow nearest the 
light will usually keep the intensity relationship. 
By taking the reflected light away, the shadow 
drops to the basic intensity relationship. So watch 
fortius. You might took at it this way; "This shad- 
ow would have the tonal difference of all the 
other shadows, were it not for the particular re- 
flected light raising it," So some shadows may 
catch more reflected light than others within the 
same picture. The troth Es that if you do not in- 
clude the reflected light where it would normally 



OF TONE EXPLAINED 

appear, your form loses solidity and 
'Mead" in the shadow. It appears toe heavy, i 
no light and air. Keflected light has a way of j 
ing things appear to be ronnd-to exist B 
three-dimensional aspect- 

A certain amount of manipulation of ^ 
possible when we know what we are doingj 
purpose is not always to catch the elfert : 
but rather the most dramatic effect posiibl 
changes fast when we are sketching- i>uiiflj 
sitting wc may have many varying effects.: 
often the sun starts onl bright and the ski 
under way. We try to state the effect- T| 
sun goes under and stays under. The out} 1 ] 
to do is to set the sketch aside, for if we 
it will not have the same aspect, nor imHJ 
true to the fundamental approach to wlues^ 
a new one, smaller iF the time is short, a 
for another- sunny day for the otk-T. ThJ 
moves too. and the shadows change. Sole 
.sketch small and simple and work fast if ycei 
want to got an effect- A barn might he; 
a dozen ways* by manipulation alone, It.i 
better to make several small sketches oruti 
the effects. Then make a careful drawing i 
material. Armed with these effects, yw 
back and paint your subject at leisure- 
It is permissible to do anything you 
pain t. N obody stops y on - O] i e can only like* 
like what you do. If you base your picture 
basic truths and understanding you williloj 
ones. If you sit .11 id putter with eftucLi. alio 
yourself to guess rather than going out vj! 
hut! is you want, you will do bad ones. 

We must understand that nature hfufl 
wider scale from her brightest light to 
dark than from our white to black. So wf 
either seek subjects within our value m 
adjust them as best we can. The camera inj 
and- white photography has the same ti 
of value, so photography at least tells oil 
how far we can go in the way of value 
black and white. 
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A SIMPLE- LESSON IN VALUF.i RELATIONSHIPS 



YOU rrt VOUR ^u 3 J E C T. WOH H FRfrrfUFE 




COMPOSITION BY ' 

Hy ttiis time it must be evident that we can 
render nothing pieforially without mating some 
sort of a linear statement. Now W4? can also slate 
thai nothing can be rendered in the efi'cetof light 
and shadow without tone. Line becomes tone 
eventually when close enough together, and one 
merges with the other. Tone still has contour, 
which is related to line, or area, also related to 
line. There is linear feeding in tonal arrangement. 
Such urea, bounded by contours, being of differ- 
ent values becomes "pattern/' Pattern is an ar- 
rangement, then, of tine and tone. Tn the early 
part of the book we based compos [lion on line, 
and now we can begin the other way found, bas- 
ing it on tore. Tone really represents tho voiiime 
and mass of Form, and the space between solid 
things- Therefore it represents the visible appear- 
ance oF our environment as revealed to ns by light. 
It substantiates the surface or cliaracter of what 
we see within contours or edges. Tins is some- 
thing line cannot do unless line is made a medium 
of tone. We may tall it "shading" meaning just 
turning the form, or we may call it "modeling," in 
its true tonal aspect and relationship with other 
things around It. Too many young artists only 
"shade" their drawings and paintings, without 
getting any real solid Fly or conviction. Every bit 
of so- ca tied .shading must fall correctly into the 
value scale from black to white, or "miss the boat" 
entirely. Shadows all rendered m the same value 
can give little more than a so-ealled embossed 
effect, something bulging out a little from the 
picture plane, but with none of the appearance 
of life. 

So alt things have a value Enrfween black and 
white. All things have a value according to light 
and shadow. All things separate from one another 
within our field of vision because of values. So 
we can begin with these value shapes, stated as 
flatly and simply as possible, and practically de- 
void of modeling or surface detail, 

Having such .simple areas of related values, we 
can later build up llic particular character of the 
sn rface or form , This si mple s tateme nt is our val ue 
pattern, which will build up the big masses of the 



rONE OR PATTERN 

subject, and the flat or genera! statement i 
picture . We have on ly abou t eigh t separate v 
to work with in all, We shall need at least! 
or two to round the form, in whatever val ffl 
fiat tone appears. Allowing two tone^ fcj 
pattern gives us four patterns. Therefore w& 
build pictures with a white pattern, a light: 
a dark grey, and a black pattern. That 15 at 
all we really need; In bet, that is all theru fs.fi 
pattern can be varied ana tone without gtH 
into and mixed up with another pattern, 

On die following page we find that by ju 
these four values we get four basic ton 
proaches. In each ease one is chosen for die! 
end or background tone and the three r^maf 
are placed against ft Each plan will have 
visibility and vitality. Any picture or poster 
in this way will have "punch" as Far as \ 
and pattern are concerned. 

It is best to have one of the four values 
mate the others in actual area or space, 
we can use white as a background, and ■pU. 1 
greys and darks against it with perhaps I 
white also as a part of pictorial matter. ()z we 
have a light grey as the dominant tone, with 
grey h black, and white playing strongly a 
it. Either the dark grey or black as the n 
groin id is very telling and powerful sts a j) 
tonal arrangement. Many subjects may be 
out in several ways, and many subjects falli 
rally info one or another of the four plans. 

f present thi.s plan of tonal arrangement 
cause it seems characteristic of beginners or 
professional work to be disorganized as to 
And values, resulting in a hodgepodge of a 
tones, or tones so scattered and broken up 
to have the much- needed impact- 
It will he seen at a glance, what a powerfti 
organized effect tonal arrangement can bal 
based on one of the above Four plans. Suet 
of tone is by no means compulsory since w* 
have predetermined :i subject as bein<* el 
value and within a narrow range. But when 
vitality and strength of value is required <J 
sired, plus carrying power and contrast, then 




IHFiRC ARE FOUR BASIC "["ONAL PLANS 



iREYJ"/tfJ[} BUiCKOfM WHITE. 
ftliCK. WHITE .DK. GREY OH LT.GEEY, 

psc of a basic tonal plan is your best answer, 
| The whole theory of pictorial design is organi- 
sation of line and (out:, and (later) color. The 
mines will be more telling iF organ i/jed into sim- 
ple groups that will hold up in mass one against 
the oilier. Scattered mi J confused small patches 
fes the opposite effect, of breaking down the car- 
lying effect of tone. Military camouflage makes 

Of tlu S principle. 

There are really few subjects which when 
ftought about will not lend themselves to such 

iple arrangement. You can be almost sure that 





ro , '-"r^"'"H '^Lilri 



3. BLACKjWHITE^LT.CREYON OK.CiriEY, 
A. Ge&YJ- AND WHITE ON SLACK, 

if One i\o*}$ Tint, then VOu ure hardly On voni" wuv 
to a good picture. Theme is a is "all busy/' or mo- 
saic, type of picture, which might be likened to 
cin Oriental rug in design. Or there might easily 
he, in an otherwise simple design, one "busy" pat- 
tern, broken into bits of pattern, stripes, or 
patches. This is often desirable and effective. 
More pictures are bad because no attempt at tone 
Organization has been made than for any other 
reason. It is to get rid of the weak, washed-out 
effects., or Qte dull, heavy, and muddy use of 
values,, that this approach is oHered. 
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HOW TO LOOK FOR '['HE! 

It can be taken as a sound rule that the simpler 
the presentation of a subject, the belter iL will be 
picforially, A simple presentation technically 
resolves itself into a Few simple organised areas 
of a few values. To prove my point, suppose we 
en tor a room with papery clothing, or other mate- 
rial representing contrast, strewn or seat tercel 
about. We have the immediate reaction of want- 
ing either te clean up the place or to escape from 
it. We speak of a place as being "littered" with 
trash. What really happens is that it is littered 
with contrasts or confusion of tone and the effect 
h unpleasant. Pictures can fust as easily he lit- 
tered and just as unpleasant. So if the first glance 
can find no reason for a bewildering a nay of 
tones, the eye will pass up your picture for a more 
Organ i *cd one. This was the main secret of the 
great Howard Pyle: his simplicity and organiza- 
tion of tone. We shall speak more of him later. 
This is the secret vt good advertising material or 
any subjects seeking to command attention. 

Lei us comprehend that it is mere pleasing to 
look at the extreme contrast of black and white 
if supported by easy natural sequences: of grey. 
The eye 'will automatically seek the darks and 
lights placed within the greys. For the eye sees 
contrast instinctively. Therefore the spot of inter- 
est should he :t [Forded contrast with its environ- 
ment'. Note how in the scconu\ third,, and fourth 
plans the eye goes at once Lo the white area. In 
the firstplan it seems to go to the black. Black and 
white used together against areas of i^rey will 
always command immediate attention. 

It really does not matter much which plan is 
used so long as the areas of the four values do not 
become too equalized or the whele thing too 
broken up. Subjects which must be taken in 
qu iekiy, such as posters or displays, should be in 
the s imp lest possible tonal arrangement. Subjects 
that have more time to he looked at can be a little 
more intricate,, if need he. 

Every subject can first he analysed for the so- 
callcd tonal "meat" in it. Ey that we mean: what 
are the tonal possibilities here? If the subject has 
something of broad expanse of tone, such as snow., 



'MEAT IN YOUR SURJE;CT 

sky, a broad stretch of water, dark nigh 
Space, or a floor,, we can seise immediate 
that expanse as our dominant tone. Such i 
set vp a mental image of tone. We can 
Stinetivelv Inrn to the basic plmi niQst dl 
allied to the image. That leaves us main 
planning or arrangement of the rest of 
jeet in some sort of design ngjiinst the 
tone, or larger areas, 

To give yen some examples, let me sugj 
following: 

Dark figures in » xnOw scene: the fai 
A man with a lantern: the fnijrLh jikn. 
A light boat in the open sea; the sec 

third plan, 
l< igi ires on a sun ny beach : the first ojS 

Beyond the well-defined four approach 
have a few variations. We may take twcuj 
for Jhe interest and play them against the* 
two, instead of three against one. Or we niijS 
one or two values and spot or interlace 
through wider areas. T have given you a seri 
small pictorial arrangements just to get you-] 
ed. The basic tonal arrangements are so nnj 
ous as to be almost inexhaustible* once yai| 
tlerstand die method. T have transposed sod 
the first pencil roughs Lo larger blaek-and 
oils, then selected one of these for a fuffl 
sketch, Uut it gees On and On. Why? Ee 
nature and life fall SO naturally into ftr^ni 
tone as almost to pick out the plan for you., 
nature is inexhaustible fur suggesting lui 
ment and inventiveness. That is why I shall] 
urging yen to go te the real source for youfi 
See if yOu eau'tsiay off the other man's hack- 5 
have eyes and inventiveness toe. Take a 
and a pad and pencil almost every whin? 
keep busy. You will see tona! plans all 
you, and the whole approach suddenly be 
clear, I can assure you there is no bettea 
Kvery good artist uses it. 

The tonal plan offers many opportunities! 
variety in the same subject. Often die 
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IF IT'S WORTH PAINTING. ITS WORTH PLANNING 



.cube chained about in great variety. Suppose 
hie Have a head and shoulders of :i girl to draw. 
W« can in a small rough get the effect of how ih-t- 
I picture might be built Willi middle fore, greys 
iml black, against a very light background. lit 
'flutense we would naturally give her dart hair. 
We would probably light it from thy back, throw- 
ing her face into halftone or shadow. We could 
drtsslier in dark grey to complete the four gen- 
<nl utiles. Suppose we choose- a black field. Then 
■ w might make her a bloode, using the light to 
Ine front or three-o.uarter front. The Kfdit and 
iibadow would produce the greys we want against 
the Nlark. 

Sometimes the areas of pattern can be switched 
'.about. The figure might be a light one or dark 
ow; we eftn try it out as light against dark or thy 
fevme. A sky might be bright or dart, or trees, 
buklin^, and Other material might be Iried both 
way*. What we arc after primarily is sticking dc- 
a^i if possible, and it is so much more important 
(tan tlie .subject Or material itself. toeing a pic- 
torial inventor is just as interesting, perhaps even 
more jo. (han the actual rendering of the subject 
men we have decided on something. Strangely 
<nough^ IE you have really conceived your own 
desd^n and subject you will find yourself doubly 
jnturcstcd irt carrying it out. Having conceived 
ft, i! becomes relatively simple to work it out with 



Jigkb and a mod r I 



Km starting out with no con- 



ception; Or depending upon "snapping up" some- 
Dhfogas yon go along, is mighty poor procedure 
and has two strikes against it at the outset- With- 
out ttie tonal plan vou will find voursclf falling 
into (lie liari habit of making most of your pictures 
alike, even lighting your figures the same way, 
pending on the merits of the model's face or 
Hjpc to get you by. It can get very borosome to 
renders. Design is the best bet. design is rarely 
iLfliupk-te accident. It has to be balanced t sim- 
plified or stripped to essentials, and usually tried 
in several ways to arrive at the best one. Almost 



everything in the way of form can be tied together 
or interlaced with other space or form in produce 
good, even unusual, design, regardless of its com- 
plete or identifying contour. Hy identifying eon- 
tour I mean it shape which might identify itself as 
a flat silhouette. A hog in silhouette might not be 
the most beautiful design as a separate and com- 
plete thing. Hut .t ho£ contour can be most beau- 
tiful as a line related to other lines, a shape inter* 
mingling with other shapes vol] will design, Sun- 
light and shadow can ploy across a hog wit I] in- 
triguing beauty, as well as value Or color. A couple 
of hogs could be the subject of a masterpiece. 
The point is, it is not the hog at all, tt is the inven- 
tiveness and charm with winch you portray it. 

So many of us attach so much to the material 
and subject, so little to the design and arrange- 
ment of it. We accept so easily without planning. 
We are so eager to find the prettiest model (or 
dress, or shoes ) and then paste her onto some sort 
ol flatness and try to call it a picture, J eaouot cen- 
sor you for it, for it is typical. Rut 1 can point out 
that the one hope of producing better work is 
through the conception, not the material. One art- 
ist told me he thought his work had never really 
clicked because he bad never run across quite the 
prettiest girl that he thought he might be able to 
draw. So I recommended my best model, with no 
better luck for him. I had not the heart to tell him 
the real reason, for who can be too sure that his 
own work is not often wanting in design and con- 
ception? It is not easy, and it demands the utmost 
of your time. Design is always there to experiment 
with, to allow you to express yourself in your own 
way. It is the thing that makes you or breaks you> 
when everything else is said and done. 

I cannot urge you half enough to give thought 
and p] arming to the merest sketch , die smallest 
job. At least be certain you know no other or bet- 
ter way. If you have not tried any other way how 
can you be sure? A page of thumbnails takes much 
less time than you waste with a bad start. 
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'THUMBNAIL" PLANNING OF TONAL PATTERN OR 
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THE SUBJECT tTSELF OFTEN SUGGESTS THE TONAL PLAlM 
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SUPPOSE WE TAKE A SUBJECT AND WORK IT OUT 



Old Mother Hubbard 
Went to the cupboard 
To get her poor dog a bone, 
When she got there 
Thtd cupboard was bare. 
And .so will ours be, unless we 
do something about it. 

The subject, the simplest nursery rhyme. The 
picture, no easy matter. Now, what is your con- 
ception? Yours and mine are going to be very 
different. Who was Old Mother Hubbard? What 
did she look like? How was she dressed? Where 
did she live? How? What was the interior? What 
kind of a dog? What is the drama or action? How 
can we tell the story? 

The first thing I'm going to do is go sit in the 
corner and think for a little while. I see a. little old 
lady with a full skirt, a white kerchief and bonnet, 
hobbling about with a cane. She could be ragged 
and 'unkempt or neat and clean. I choose the lat- 
ter. The dog is a big dog, a sort of old spotted 
hound. In the kitchen I see an old hand watei- 
puntp in the sink. I see crisscross window panes in 
the window over the sink, and the open cupboard 
alongside. I see her telling the dog there is none 
and the old hound seeming to understand, even 
forgive Yes, there is a lot in the subject. Now, 
how do ijou see it? 

Let us think of it in relation to a tone plan. It is 
obviously an interior, and that would probably 
be grey. At least I see it as grey. So that eliminates 
both the white and black as the dominant tones h 
thro wit) g us into the second or third tonal plan. 
Grey is melancholy like the subject, which helps, 
Now, already, here is black and white against 
grey, a sound approach. If we dressed her in grey, 
then the interior could be dark, or dark shadows 
might be introduced. To get a white pattern we 
can have the window, her bonnet and apron, a 
partly white dog. Maybe something white as an 
accessory— a pitcher, a bowl. The black pattern 
or spots will be taken care of by the old lady*s 



dress, the shadows, or in whatever way M?e 

The first temptation would be to run and rl 
Mother Goose book. Why? Because we w 
see what somebodv else did. We lack any 
dence in ourselves and hope to get some ill 
That's one way. That is the worst way, thsl 
original way, and the one thing not to dos 
Mother Hubbard is just as much yours as 8 
or anyone else's. Who knows when, how, 
where she lived, and who cares? Mother Hubj; 
is just so much design, so much character, 
much story. If we have to be too authentic 
will delve into history, spend a lot of time, ra 
ing in little more than we already have to 
with. Maybe wc could come out with an autfi' 
tic dress. But we are not making a picture ti 
or stress a dress. Let us make it to suit us 
only real value is in what we do with it. 

Let us conceive our subject, then look ab 
to find a face which spells Old Mother HuH 
as she fits our conception. I have worked out 
arrangements. These were without mody 
copy, for just now I'm not interested in any] 
but the design and story. Of the four, I lit! 
last one. It would not be very difficult nowfi 
a model, and the costume, eveai the dog n aij 
ahead. It would be interesting to go on and 
the picture. But the Important part is done, 
I am not really as concerned here with sto 1 
you a finished job as in showing you how I 
have approached this commission, were it el 
mission. I can just imagine what fun Nq 
Rockwell would have with mis, and what a 
ttful thing he would end up with to showijl 
I'm sure be -would do every inch of it on his 
That is what made him great. Start out by g 
yourself the same chance. 

Get out your pad and pencil and begii 
Jack Spratt instead of Old Mother Hubbfld 
anv one of a hundred others. But take On* 
try it, foi perhaps the first time, and make up| 
mind now that you will do it rJiat way from 
on. 
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OLD MOTHER HUBBARD IS YOUR PROBLEM 





IN TONAL MEDIUM! 



Technique is a very con trovers iai subject at best 
There are perhaps as many viewpoints regarding 
technique as there are individuals applying it. It 
is not my purpose here to "favor" one technical 
approach over another, or to attempt to steer you 
away from an individual application of mediums, 
for therein lie* your own personalised style. If 
you do not allow yours el F to bo too much influ- 
enced by some single idol, you will develop your 
own technique in spite of yourself: it is bound to 
be a part of your personal characteristics just as 
is your handwriting. My intent here is to stress 
the general method, and the reasoning hack of it, 
rather than to say how it shall be applied. When I 
speak of technique here I am thinking of qualities 
that should be incorporated into good technique; 
those qualities being the sound rendering of form 
in true values, the consideration of edges and 
accents from an artistic point of view, the design 
and balance, contrast, subordination and accen- 
tuation. If you can achieve these, It wiH not 
matter how you do it* 

I wish also to point out certain characteristics 
of the mediums themselves, and the inherent 
qualities of each which are not always obtainable 
in another. It is hardly necessary to go into the 
formulas for materials, paint-mixing, and so forth, 
since this has been expertly covered by other 
writers. The permanence of your materials I do 
not consider especially important at this point, 
since the problems presented here may be looked 
upon as practice and exercise or experiment on 
your part. 

Most of the elements of good technique lie in 
individual interpretation of the qualities of the 
mediums* You may use a stick of crayon in any 
way you wish, but the values, the proportions, the 
contours and edges, are more or less limited to 
good and bad drawing. Drawing can be really 
bad for only one reason: that it fails to carry con- 
viction to the beholder. 



After all, every drawing is a statement, eft 
convincing or not. If we do not convince we 

not expect interest or response. In the lon^ 
there is no real substitute for truth and ncrhin 
quite so lasting, For diat reason I feel quitej 
tain that realism in the sense of a "quality of ffl 
enoc" will outlast any other form of art. We I 
not convince the beholder that what appeaig 
him as distortion of truth is right and proper- 
tell him the truth as he knows it and glorify iti 
he meets you more than halfway. 

There is only one way to assure consisted 
good work. That is consistently thorough prepj 
tion. The preliminary visualisation or concept 
is, I believe, done better without models 
copy. It leaves you freer to express yourself; 
having formulated, even crudely, your i 
expression, then by all means take every 
avoid faking or guessing in its final execu ! 
While there may be pride in doing without 
and copy, there is no point in it. If the best at 
invariably prepare the best possible working 
terial in the way of working from life, aide 
camera shots and studies, how can the man 
fakes and works blindly, hope to compete? 

The first matter for your consideration is 
development of a thorough approach. Call it 
tine if you will; Vd rather think of it as good 
Start with the tissue pad, but before you ha 
too many clippings, flee if you cannot visual! 
thing from a standpoint of mass and design, 
haps you do not yet know the details or nat 
the accessories. But make little suggest io: 
figures going through the action and som 
spotted into interesting masses of white, 
and black. You can think of something later 
make up the masses. It may turn out to be ap 
of dark or light furniture, a mass of foliag 
what not. But work for your own design 

The procedure of copying and finishing a fi 
and then trying to fill the spaces left arou 



98 



98 



I 



FORMULATING 

rith rom|Wt of background usually results in 
H Bfcrangernent or none at all. It is very 
misatishujjiy. Think of an environment, if any is 
to be shoyfrp, and then, find ways to place your 
^H Hfiiiit, Thin]; of light and shadow per- 
rating ilii^jpibce and falling upon tli-e units with- 
k the space. 

It is Letter,- actually, to think of the setting ne- 
lore n think of the figure, Or of Lhc design or 
:uapc$ fhatftie figure will eventually be a part of. 
Suppose wtfrJiaw, from a clip, a Mbing beauty 
ffiffi [he dead center of while space and 
fifastfrom top to bottom. Then suppose 
wf slut thinking of background. What is there 
fcft to ddfyut fill up the two emply sides with 
beach, pfe'r, and sky? Naturally as a design it's 
pang to Be a dud. Wt gave design no chance. 
Horn suppose we make some patterns of dark 
(ernitoiNy iocks) h some greys ( eventually shad- 
Bffi&VorskyJ, and some whites (eventually 
dcrnij. We soon find the spot for the bating 
j^l.Tjprfey might be a wave breaking, the foam 
j wiiitc- £^tttieTii h with the girl in a light or a dark 
. ftiiE tofalj into the design. She might be sitting, 
tying duwnj a pattern might turn into a cape 
Llpivffi||ft ivhfte spot might be a gull. She might 
taliapii light and half in shadow. A thousand 
Pud Qg|thing5 can happen lo make it interesting. 
H 8fc»tl mean by "approach." Give your in- 
reuLiffiisss half a chance and you wi]l create. Or 
^easily stifle it hy jumping unthinkingly to 
.effort, trusting to luck. If you Just find 
reproduce it literally, or oven just sit 
d copy a photograph you have taken 
how can you possibly go the next man 
P All y*ni can do Is possibly to make a 
ter copy, and it ends right there. You 
■given your client much to choose from. 
;next time the other man will copy better 

, and you will bo out. 

'creativencss is in the planning, pure and 

P the rest is good carpenter work. Consider 

.ways in your approach. 

nest consideration \$ the rough sketch. 

# the .client does not ask for one > your final 

99 








AN APPROACH 

work will be better if you will form the habit of 
roughing the idea out first for yourself. Af ter your 
thumbnails have !>een planned, after you have 
your dips, photos, or studies, make some sort of 
a tentative statement of the whole thing as you 
want to work it out. This gives you every chance 
to improve from the start; it shows up the diffi- 
culties, if there are to he any; and changes wil[ not 
have to be made- On the finished product, perhaps 
after hours or days of work. Maybe the figure 
should be moved over, or raised or dropped. May- 
be the girl should have a dress of a different value. 
Perhaps the pose might be better. You never know 
these things until they have beer, stared. You don't 
make good pictures by changing your mind in the 
middle of the procedure. No medium looks as 
good worked over as it does when planned and 
put down fresh, lo stay that way. It takes a long 
time to leam this, and some of ns never will. It is 
comparable to the advantages of a well-planned 
speech over an impromptu one. Settle all the argu- 
ments with your picture before you. stretch the 
final canvas Or before you spoil that m ce big sheet 
oF expensive water-color hoard. It pays! 

If ill ere is time it is better to cnake a first study 
of a figure, then work From the study rather than 
from the original copy, or from the figure into the 
final, J realise this is not always possible. But it 
pays out in directness, freshness, and looseness. 
It is hard to make it free and spontaneous the first 
time. We all struggle to get the drawing, values, 
form, and design all down at once, and it is quite 
impossible to do it every time. It makes more 
work, but it makes your hest work. So the best 
habit is the thumbnail, the rough, the studies, 
then the final. It is a combination others will find 
hard to heat. If you can make the study in the 
same medium, so much the better, for you will 
have worked out lhc problems in advance. 

As I have indicated, your particular technical 
approach, your mannerisms, your style, must be 
your own; something which cannot be deter- 
mined or even guided by anyone else. But we can 
discuss some of the means at your disposal, some- 
thing of the attitudes toward your work that 



TECHNICAL 

must be incorporated into your style, whatever it 
is. The first consideration is that of detail 

THE PROBLEM OF*HOW MVC» DETAIL 

This is something that you will decide, in the 
end, for yourself. It is almost certain that you 
will have to begjn with the ability to give com- 
pleteness or "finish* to your work when expected 
of you. And by nature you may prefer a closely 
accurate and finished type of work, There is noth- 
ing wrong in working that way, and there will 
always be a place lor such a method. However, 
since photography does the same thing so well, 
I myself prefer art that gets as far away from the 
photographic as possible -granting at the same 
time that this is not always possible. I shall en- 
deavor to give you throughout this book examples 
carried out m each direction, since it is true that 
more clients prefer finish than looseness and Free- 
dom. As you already know, I believe the future 
in art lies in individuality of conception, and to 
me, greater individuality is expressed by a big 
broad interpretation than by being too accurate 
and literal, But the early work of any artist known 
for breadth and looseness usually shows that he 
had to master detail k: fore he could subordinate 
and. eliminate it- 
It must be admitted that the step from detail, 
once mastered, to looseness and suggestion, is 
extremely difficult. It is really much harder to 
paint loosely than tightly, for doing it either way 
must carry conviction and truth* if not literal 
truth, Tightness begins with being so concerned 
with surface that we lose plane and mass, and so 
coiiscums of con tour and edge that we do not 
soften or lose it. Around form can be so smoothed 
in gradation of tone that it loses all character. One 
may sec the turning of the form in a series of sev- 
eral tones. The better artist models that form in 
but two or three planes. The fewer the planes 
the broader the work, for breadth of execution 
is realty breadth of vision. One may see an edge 
sharp and defined. Well and good, but he need 
not dig out edges that he cant see and sharpen 
and define those also. Definition will never be 
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APPROACH 

the basis of art, Hut rather selection, accentual* 
subordination. Making all things through 
picture equally important is like playing all 
notes of a composition with monotonous 
equal intensity y without accent or moduHtio 
picture rendered in this way never seems^ 
that "Ah-h-h!" It can so easily lack vitality 
spirit. 

Detail can be shown in things close up, bid 
make things, recede, form must resolve iwelf i 
into plane and mass as it goes back. Thspfl 
happens in our vision, We do not see eySastl 
ten or twelve feet nor tiny face wr in ties V.'e 
notice the slight variance of small surface &f 
We sec fust light, halftone, and shadow. Ij 
enough back, we see just light and shadow. 
Much of the error of too ranch detail is 
mitted thoughtlessly. The artist takes* D 
of a model, and then places that detail Leo 
hack in his picture. Again, it must be realized 
the camera lens is much sharper than the ey£ 
sharper to a greater depth of focus. This \w 
be believed until you make the following sf 
experiment Hold up one finger at anh'^H 
front of you. Lock at the fingernail (low c 
can you see detail in back of it, while seeing 
nail? Everything behind it becomes diffus 
is seen in a double image. Now concentrate :<n 
distance behind it, and you will see two fin 
Closing nne eye, you sec as the camera dod 
two* eyes cannot focus on two distance* & 
same time. You ma)' think the whole field of j 
is sharp. To prove it is not ask a person t<3 
his hand a few inches to the right or left | 
face. Now concentrate on the center of hi 
While looking at the chin, how clearly ced 
see his ha [id? When you are looking at hisT 
how clear are the features in his facet D 
is that that marvelous instrument the eye 3 
stantly making focal adjustments, and so ■ 
that the whole field of vision appears sharp 
since it is possible for the eyes to ccttpitf| 
only one distance at a time, if a picture && 
a point of focal interest, with material oull 
that area slightly subordinated and slightlfl 
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not dig out edges that be cant see and sharpen a point of focal interest, with material outi 
and define those also. Definition will never ba that area slightly subordinated and slightlj 




DETAIL 



used iffl£nibe frame* then the whole effect is 
imUv moSprjIie than complete detail all over, I 
flq not iiiL'ffl'JlJii'at there should be a circle of sbarp- 
pess sunounded by fuzziness, but that as you go 
may froaiJ : tEbe- focal point more detail can be 
aborcliiiaP&and more softness permitted with a 
poweifulffifneflJistlc effect. It concentrates atrcn- 
tfon Lijifi^iad enhances, the defoiT where you 
H | T^Uwill find this in Rembrandt, Velas- 
quez TitiSb r Gainsborough, fiomney, Sargent, 
Ediins, Aletajider, and a host of others. You need 
not tats my word for it. Degas was a master of 
cwrciii ration and subordination of detail, phis 
peat Mti^jderatioii for design and arrangement 
Tliepun^ilhi&trator can profit by studv of his 
■'wati.^SfeCs work was complete enough, but sel- 
dom finicky. 

If d$Su-ali over the picture is shown a$ \t would 

ippeai close up, then everything is brought for- 

wrd^the front plane of the picture, or Lo the 

ictiwMuifaceof the paper or canvas. This is much 

like n telescope or opera glasses in fringing a 

I JttflcfflKrWfird. Technically^ then, your picture 

s'.a sheet of detail; all things lying right on 

a feeling of space between the various 

.as wc go back. Unless the detail of the 

dis suborehii&ted to the foreground., all 

to he sticking together in a single plane, 

\s- of perspective and diminishing siie. 

B answer is that surface detail should become 

submerged in tone as it goes back. For example, 

the u'Siye of a sweater is apparent only for a few 

feel. After thftr, the sweaLcr becomes simple tone. 

How important are the weave, the tiny folds, or 

the small details, anyway? The big forms 

t we are concerned with. To add detail 

ecould not see is as false as to define con- 

Cftnnot see. The Fact that the camera can 

ore sharply than wc can does not make it 

t better as ft picture, We arc painting to 

an illusion of life as we sec it, rot some 

rtioii of mechanical sight. So the farther 

the less modeling, the simpler the tone, the 




less the planes (meaning less halftone ) t the less 
reflection in shadows, the flatter statement of 
simple light and shadow. The distance can be- 
come almost poster in effect. Try [t, and amaze 
yourself with the three-dimensional quality it 
gives. This is especially true in outdoor snhjetfs. 
There is a clock about ten Or twelve feet from 
where I s[t. f know that grey spot at tin? top of the 
dial is an X and two I's. Gut the clock really ap- 
pears to h^ve spots of grey arosmd the dial. If I 
were to paint this setting and put the numerals 
clearly on the clock I would sacrifice any feeling 
of the distance between, and the clock would sit 
right up on the front plane h like a watch in my 
harjd. Yet in most of our present-day illustration 
thts is done Over and over, and Ely good men. They 
are putting down what they know to be there h but 
noL as they truly see it, It is thoughtless and erron- 
eous, and easily so proved, once pointed out. The 
artist must make ftn heroic attempt Lo disentangle 
detail and tone in his own mind and vision. He 
must realise that his vision is a thousand times 
more beautiful than the camera's if he will but 
trust it. If he is to obtain th&t greater beauty, he 
must combat the too-great detail registered by his 
camera rather than allele by it slavishly. It will 
be better if he learns to trust the camera less and 
believe more in his own inventiveness and feel- 
ing, trying to see with reason and imagination. 
Only in this way can his work soar to heights un- 
attainable mcchflni tally. 

Perhaps an artist has not yet reasoned that 
there is a«y gOal'beyond detail and finish. Then 
let him loot at the landscape on a misty day &"d 
see the real beauty of subordination, J_et him 
study outdoors in twilight against a flaming sky, 
the mystery of moonlight eom pared to midday. 
Let him drape a figure in £auze h look at the reflec- 
tions in water, look beyond falling snow,, or even 
scrape off his sharp picture with a palette knife, 
finding infinitely more beauty than he had before. 
There is a door open to all oE us, if we will but 
pass through. 
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THE TREATMENT OF EDGES 



Perhaps the most important element in obtain- 
ing freedom and looseness is found in the treat- 
ment of edges. There is a 'lost and found"" of 
edges as they truly appear in space. But the eye 
must educate itself to see it. You may not belive 
tViij quality exists in nature, for it Eft hardly ap- 
parent until you seek it. There may be obvious 
softness of edge, as, for instance, the hairline 
around the face, or the f uzzy edge ol a fur cape, 
but softness does occur even on hard edges- 
edges which really are a line Or a hard surface, 
like the four sides of a square polished table, Or 
edges which arc hard to the sense of touch, Un- 
thinkingly we may put them into our work as 
something hard all around. That is putting down 
what we know is there but not seeing it. Look at 
the real table top and you will find the edges are 
different all the way round. The four edges will 
pass by SOtne tones that seem to merge with them. 
In other places they will stand out sharply in re- 
lief. The top may have reflections of light which, 
running to the edge, will be sharp, and dark re- 
flections which may make the edge undefined. So 
edges are a part of the Form Principle, since they 
are relative to the surrounding tones and influenc- 
ed by their environment. The same edge may be 
sharp or soft according to the conditions of the 

moment. 

lj?ok about you where you are sitting right 
now. The first edges you are conscious of aTe the 
ones wliore there is considerable contrast of value 
-light against dark or the reverse. Then you will 
find there are some that are not quite as insistent. 
In painting you could start softening these some- 
what. They arc to be quieted dWn h because they 
really art that way when compared to the strong 
ones. Next, you will find there are edges which 
are enveloped by and merged into shadow. You 
have to look hard to see them, Finally h I hope 
there will be some you actually cannot see but will 
only know are there. These are the edges to be 
lost entirely in painting. It is by studied treat- 
ment of the edges that we get the illusion of 



space 



If we look only for sharpness and delineation 



that is all we are going to sec. How many 1 
ever really loo* for softness, for merghgj" 
for tones being lost into and enveloped ill 
ow? Yet these are the qualities that we remui 
the work of the really great artists. If we i 
the sharpness in life, we may see only lh^| 
ness in great pictures. When we find ther£j 
softness, we find they also have it. We iimLtli 
is a balance of sharpness and softness all tjjfl 
through, neither all hard or all woolly. QM 
lures realty differ in quality from the grefl 
not so much in medium and dexterity as ioa 
We have not developed that vision to as greati 
extent, and mosdy because we have failed 
make equal contact with the truth of Mhmj 
self. We do not develop vision if we do np|u»fl 
Your camera and your projector are never gciT 
to develop your vision. They will hang M 
weight upon it without your even realism! 
this is so. Because the quality of "lost aud.'jjffl 
in edges has so much to do w[th vision ano ita 3 
ner feeling of the artist, it cannot be ret 
formula. But I believe I can guide you to -m^ 
the instances where you are apt to find -Hal 
will but look with your own eyes- L*t uS;3 
several kinds of soft edges. 

L For the first, let us take the softness %M 

ed by "halation" of light. Halation is the ^ 

ing of light from a particular source 

surrounding tone, like the blur around al 

flame. That halation does exist is proved 

blur produced in a photograph around. 

source such as a bright window or lamp, 

ness like this is obtained by softening t!i| 

outside the contour, as, for example, bej 

inside edge of the light of the window. 

want a light to appear brilliant, let a little o| 

light travel across or into the surrounding! 

The edge itself may be held fairly defiiuM 

there is a raising of the values touching tfo^T 

In painting we also have what is Vw*m 
"passage" from one tone to another. An ed|l 
appear hard and insistent against its neija 
We want accentuation somewhere else! 
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WHERE TO LOOK 

S*ff Subordinate this edge. This often 

Hi the shoulders and arms of a por- 

or subordinate such edges we may 

tones closer in valne At their meet' 

ne tone fade into the larger adjacent 

SUy, The edge may still be held, not 

er. In effect ft is like extending tlie 

tone for a little way into the other. 

:; a light background would he dark- 

when approaching a dark edge or 

&ojfflewhat when approaching a liglit 

puts less Attention on it, but slill hold* 

yithout makEng a garment, for eKample, 

wool. 



I ill^*^ ^d °^ ^^ ec ^E e ' s fl^uch more ob* 
';iHusffljStis where the material itself is soft and 
i becomes a. mixture of itself wEth what is behind 
| -ft. For example, the edge of a man's beard, a wisp 
taf kij,. (lie line twigs of a tree b lace and transpar- 
(iri didtctialSj mist h clouds, spray h and so forth 

I 

3. wnj'.next k'rtd of edge is soft because of 
huomfalues, when the edge becomes the Same 
ralu^f.tliat value which It appears against. IF 

I w^ te c ^ ose an 7 wa y> '* is s *f e to i° se triem 

R lin®iDWfer You can use the sharpness else- 
where it does more good. This is really 
Ight appears against light, grey against 
dark against darL 

■Wtfhere the turn of the form presents a grada- 
BaAoljone approaching the value behind it. Ex- 
amplepght on hair turning to meet the light. 



Tlu?|^bovc four are natural or actual causes of 
iosted^es. Now Jet us insider deliberate instan- 
ce i^ele it enhances the pictorial qualities to 
■ sofiOTflnedge. 

y. Jta cases where two sharp edges occur and 
H&H1& behind the other theoretically soften 
(he wie in back as it meets the Front one. Example : 




K)R SOFT 1'iDCES 

when a line of a hill crosses behind a head, soften 
the line of the hill especially where it meets the 
head. It need not be miles back of the head- soft- 
en even the line of the back of a chair as it meets 
the head, or the contour of any form passing be- 
hind another contour. It keeps them from stick- 
ing together, 

6. There can be softness and diffusion incor- 
porated for purely artistic presentation to get rid 
of harshness and ovcriniiistence. A tree in the dis- 
tance naturally would be painted with more soft- 
ness than one in the foreground, to get it back 
where it belongs and to create the illusion of 
space. The sense of space is actually more impor- 
tant than the tree. Painting both trees sharp 
would bring both into the front focus and up to 
the picture plaue b which is false. 

Do not interpret this as meaning you must 
paint everything in the front as hard and sharp 
and everything in the back as fuziy and out of 
focirs. There should be a certain consistency of 
vision about the whole thing, not as though the 
beholder were nearsighted- The changes should 
be gradual and subtle, not too obvious. There can 
be softness in the close edges too, mingled with 
the crispness, and some sharpness in the edges 
farther back. The picture should have feeling of 
the subtle ''uiteTlacing" of masses so the different 
areas do not separate themselves too distinctly as 
would the countries on a map. Following any 
fidgc around should give it "lost and found" quali- 
ty, with more of the subordination in things at a 
distance than those close up. All sharp is bad, All 
fuzzy is bad. The beauty lies in playing One 
against the Other. Study some fine art from this 
standpoint and it will open your eyes. But mainly 
try to see it in life for yourself- It is there, but so 
subtly that it must be stressed. Nature already has 
space, but we have Only a one-plane surface to 
work upon and must do something almost drastic 
to get rid of things seemingly pasted on and stick- 
ing there. Too rnuch illustration is just that. 
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THL: U-:NS SEES TOO MUCH 




I present here a photo which I shall endeavor 
to paint from in as finished a manner &s poss^le. 
I shall Ery to hold the values and the very smootl 
modeling of the form, Frankly, tins will be of the 
so-called "slick" type of painting which never- 
theless holds a place in our craft. The painting 
will appeal to a great majority of clients who real- 
ly like the slicknass. But even here we can beat 
the mechanical and exact image presented by the 
lens. We can at least subordinate the overabund- 
ance of detail, espedally In Lhe dress, and some- 



what simplify and glorify the rest This comes j 
near to "photographic" pftinting as I would 
want to go. I have included it to show that:'; 
the finished and exact need not be harsh and I 
The softnesses save it J hope Please notice- 
1 have sought no edges that are not there, 
have subordinated many that arc in the arj] 
Study both closely h area for area. I do net 
gest that yon paint tin's way; it is hot one 
Yon will paint your own way, as you pie J 
paint. 



THIi EYE SELECTS 




People will often unknowingly praise an artist 
by [piling him, 'Thai loots just like a photo, how 
Mrfuir These are sad words in the conscien- 
tious craftsman. Yet as an illustrator we must face 
fact thai a large percentage of people are 
fctail-censcioLis.. that detail pleases Litem. We can 
pvie them detail when we have to, even if it ht it Is 
j liLtLe. But at least we can choose what detail we 
are jjoing to g^e. subordinating what we do 
not like Every photo is full of unpleasant detail, 
jjid: every photo has die possib fifties of something 
a aiming. So we must study hard to decide what 



si i all be an J what shall not. If the values and 
planes go in well, if the softness and sharpness are 
taken care of, such irrelevant dcLail will not he 
missed. We can beat the camera, because the 
camera cannot ehoose nor subordinate, thank 
Heaven, 

Note the Tntmberof soft ed^es, without produc- 
ing a fuzzy or woolly effect, it will be interesting 
to note that you will find softness opposed to 
sbjtrpness all through, not all one nor the other. 
This for the young artist who sees everything hard 
and britde. 
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STRESSING THE PLANES AND ACCENTS 




Here I give yon my photographic eopy. Inci- 
dentally, iL takes courage Lo lay yourself open 
thus, But if I am going to teach It is only fair to let 
you see what I Srfl wOrMng fryrn, Jn till?; photo 1 
i]ixn\ the background meaningless, irrelevant, 
Hi id Superfluous, So why not clnm'nate tin? whols 
thing and give only enough, to keep the figure 
from being pas ted on a white page? At least there 
shun Id be some feeling of the figure's bein^ in 
space. The in Costing thing to me here is the 
form, and secondly the character. Tlu:re is so 
much, intricate form in die garment itself, iL is 
cjuite enough For the eye to take in. 

Again wt beat the camera because we can elim- 



inate competing inlets;*, concentrating wlwrt 
will. I have stressed ihe erispness oF the 
and accents,, losing only the edges that act 
appear t» be lost in the copy. We have attain^ 
believe, sliaqmess without harshness, The fo 
complete without heing "p[?Et[?d" and 
out. In each area you wiEl find a simple $e 
light against simple halftone and merging'- 
Almost flat and -si tuple shadow, I have tried 1 
a minimum of strokes to get thy biggest pOi 
statement of the plane. There will always 
demand for this concentrated and clean-cut] 
of approach. It lends itself admirably to all I 
of illustration. 
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BREAKING UP THE TOO-SMOOTH TONES 




Ik-re is another photo selected as copy. Ony 
of Lhfirt]£tin things that identify a photo as apholo 
is the ultra-smoothness of tho tones. In working 
from this copy, I have broken up some of the 
tones, also some of the edgc-y. The intricate detail 
of the dress has been, subordinated. The couch 
has betn made relatively of less importance than 
the h'gun.:, therefore with less definition. The big 
planes of Lhc figure are stressed- J ha^e tried En 
avoid as much as possible the flatness of the tones. 
While ihorc are times when flatness is desirable. 



often areas painted too flat and smooth mil 
pea]' "tinny" and monotonous. Some chwl 
tone within a tone, to break it up slightly,: 
to add vitality where there is none. If pa 
area should always look pain ted t not rjastet| 
is one of the ways to do it. Hole the accents] 
here and there of dark against light, to add pu 
The lights have been forced somewhat to ■ 
extra brilliancy. The background has been I 
ened in spots to avoid the monotony of tan 
the photo. 
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ADJUSTING TONE AND PATTERN 




Here wti have a photo, rather ordinary in design 
and lacking die contrast and briJliancv necyissarv 
for good ^production. To rbJlow it too closely 
would produce a dull picture. So a livelier pattern 
is introduced into the background, and the curves 
of the couch s&Gffl to give It rami; variety. Tlie con- 
trasts are stressed by adding a darker- pillow 
against the white dress, And the intensity of light 
to shadow is somewhat increased. At the same 
time some of the edges are softened or modulated. 
The softnesses introduced do much to relieve the 



photographic loot. The lighter tone of tbe< 
keeps the diess from being quite so isolated! 
separate unit and seems to interface it wit 
other tonal areas. I believe Lhe detail Li sufl 
to satisfy almost any client liking a "finished*} 
ia the art he buys. It can look mucii more: 
than it really is, so long as the values Arc \^^ 
and pleasing, In this case we could not liave.( 
inated a background* for the dress would Lav 
contrast to speak of with a white bnckg™ 
we had to invent one to suit. 
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THE "BIG TONE" APPROACH 



I chose to cdl! this approach the "big tone 1 * 
approach, for that is exactly what it is. It could 
just as well be named the "pattern approach." 
We shall aim to set down the big tonal patterns of 
our subject as simply as possible. Pattern* after 
all t is big-tone effect, one area opposed to another 
in value and all working together to produce some 
sort of a design. There is really design, either good 
or bad, whenever we put areas of variable tones 
together* It dawns on us as pai titers that the effect 
of the arrangement of such tones is really more 
important pictorially than the subject or the 
things we are painting. 

Here is another reason for the not-too-literal 
interpretation of nature's complex forms and sur- 
faces, but rather the seeking of design through 
the material nature presents to us. You can in- 
stantly see how this involves taste, selection, and 
inventiveness. Such an approach, then* is creative 
and not a passive acceptance of fact. You are add- 
ing the intelligence of vision so sadly lacking in 
your camera. 

Sometimes the simple postery statement is bet- 
ter than the more finished thing, for it is conceived 
and executed in truth— truth m the larger sense 
rather than a minute inspection of truth, One big 
truth is more understandable than a lot of Jittle 
ones ( with, perhaps through ignorance or incom- 
prehension, some of the more important ones left 
out). So close do some of the abstract artists come 
to it, yet fust missing the elements that might 
mahe the in so much greater; an alliance with crea- 
tion itself. It does not seem possible that anything 
that works out as weD as the great natural laws, 
which have stood for a few billion years and con- 
trol the very universe^ could be quite as wrong as 
these artists contend. Could it not be a lack of 



insight or perception? At least I urge you y 
artists, before you go too far into the attract 
incomprehensible, to think hard before you 
card the wealth of material nature has 1 
upon you. You cannot live without light- 
neither can your art 

On the opposite page we have taken a &im 
figure subject 1 believe my demonstratk 
be perfectly understand able to you. I attempt 
show the power of simple light halftoneJj 
shadow, as allied to the Form Principle. Your 
be a good painter going no farther than tml 
getting these tones and simple forms right 
drawing, values, in relationship with one antra 
according to the light, and in relationship with 
surrounding elements. 

It is really so simple that the general lack 
understanding of it is amazing. Most of ih^j 
culty, I think, arises from the fact that copy is 
seldom made, or models posed, in simple lig 
and shadow. Naturally if you break up these or 
mal simple tones, which are the best you oT 
possibly have, with a half-doasen other lights, 
have no form left, nor any opportunity to state 
You find yourself trying to duplicate a myriad 
meaningless tones to no good purpose. You 
break up form as easily with lights as you 
breakup a town meeting with cnos5-puiposes|8 
body gets anywhere and the result is ml. 

Ahead of anything else, choose simple light 
to start with, if you are ever to paint You 
light your subject from back or front,; 
reflect it back if you wish, but use one basic If. 
whenever possible for the best interprefcLtion 
form, 

Nature takes care of that outdoors. We F 
things up when we take over inside. 
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THE SOFT APPROACH 



This is a delightful way to paint. It is closely 
allied with the "big tone" approach. However, 
instead of painting the large tones in to a sharp 
edge and softening them later, the large tones are 
set in and immediately softened. The surface de- 
tail is added then to the soft tones in overpaying 
While the paint is wet. The edges are defined 
where needed, leaving the general softness as 
desired This is one of the best ways to combat 
hardness or tightness in painting* Tightness 
comes from small forms, too much precision, and 
everything filled m to a sharply defined edge 
ever v where, 

I believe this approach will come as a revela- 
tion to many young painters who have not tried 
it or do not lenow about it. It results in a feeling 
of innch more quality, and at the same time adds 
a three- dimensional effect to ones work if it has 
been persistently sticking to the f rent, or picture, 
plane- It eliminates much of the 'pasted on" effect 
of the units of your picture* Try to hold as much 
of the softness as possible. A few dexterous strokes 
may add all the finish you. want I feel quite cer- 
tain this must have been the approach of both 
Sargent and Anders Zom, whose paintings reflect 
the kind of quality this approach gives. It applies 
to solidly painted pictures better than others, but 
can be effectively used in sketches, vignettes, and 
almost any type of illustration. 

It will be well worth your while to make some 
experiments along this line. I never believed in 
confining one's approach to a single method. 1 
love to experiment with everything I can think 
of, or that may be suggested to me wherever J 
see it I like to use a method or medium as modi 
in tune with the subject as I can. Some tilings 
seem to call for "brittle" treatment, while others 
call for "delicate and soft." While you are learn- 
ing, learn to express yourself widely, There is not 
SO much danger then in "burning out" your ap- 



proach or making it grow tiresome to your public 
You will note that in the first stage of this head 
a fairly careful charcoal drawing was made. Then 
the large tones were laid in over the fixed char- 
coal. Even in the first statement there is a feel 
of the light and form. This is heightened in 
next stage by only a few strokes hid over, Wit 
the detail of the features and some more light ajf 
dark accents, it becomes completed. In ordei 
show you the stages I had to make Four separat 
subjects. With you it would be but one. But by 
making the four, ihe last one was painted 
very short time, since I had had the experience 
of the others. This approach is quite direct, 
if possible should be completed while the p« 
is wet r By adding some poppy oil to your turpt 
tine when painting in oil, you can slow down 
drying. 

This approach would apply better to opaqi 
water color than to transparent. It is quite a trick 
to keep it wet long enough to get the softness, but 
it can be done. Crayon and charcoal are admir- 
able for this approach, or any medium that 
be rubbed, then picked out with an eraser. 

So many students hope to watch a profession 
to learn technique. Technique is your own. Metb-j 
od or approach is always a matter of knowledge, 
There is no reason for any artist who has the gjg 
of his craft at heart to keep such things a 
tery. Technique cannot be learned by watch if 
only by doing. If an artist can tell you how it3 
done, it is so much better than watching 
even than copying his efforts. 

Try out the soft approach if you like it. If you] 
do not like the effects in it, then pass it up. K< 
ever, it is a very, very good way to beat old manj 
camera, err projector. We can't trace fumy 
ages. Maybe you can fuzzy up the hard ones 
then bring them back. I don't know. I do it 
eyes, ha [ids, and (I hope) thinking. 



116 



116 



i 



THE BRITTLE APPROACH 



Wh on things are in a sharp strong light, Or when 
the subject itself seems to call for a certain crisp 
or brittle quality, I want you to be able to think 
in these terms* Usually this sharpness would be in 
subjects of good contrast, using plenty of good 
lights and darks. 

Hurt; we have a brunette in a black-and-white 
striped dress. The dress is "perky" and the stripes 
give it "snap." I just can't see this subject painted 
in mystery and softness. So we put ihe Hack hair 
against practically a white, carry the crispness 
into the background and all through the dress. 
Because the dress is busy in pattern it seems to 
ask for simplicity elsewhere, So we do not fill 
up the picture with too much other pattern. 

Almost all edges are defined here, though if 
the dress were a single tone the edge would be 
too hard. But the stripes break up the area, pull- 
ing the eye within the contours rather than mak- 
ing one conscious of them. This was overpainterj 
quite a lot on dry paint, a method which is the 
opposite of the preceding soft approach* and 
which adds the very quality of brittleuess which 
we tried to avoid in the other instance, 

Most young artists paint rather to the hard than 
to the soft anyway, so this will not need much 
explanation. About all you can do with this 
approach is to paint up to your edges, and stop— 
which most of you do, But it is not without value 
and charm when incorporated into the right sort 
of subject. 

Light and shadow really lcoka brittle out in the 
bright sunlight, and there is no reason for not 



pointing it so* There are many subjects wh 
crispness is the aim. So experiment, The 
crisp effects can be obtained by painting li| 
over a dark but dry undertone* Sometimes an oi 
canvas is perfect for this type of approach* Or 
can stain a new canvas with a tone and thin 
pentine and let it dry. Opaque water color is excel 
lent for a brittle or crisp effect One well-knc 
artist works his opaque right over regular beai 
board, painting in ail the white later with opaqi^ 

Pastel has some of the crisp brittle quality 
used over toned papers or boards and not ruhbejt 
It can he done very beautifully and with chart 
ing effect. The more rubbing you do with 
the more softness, so it is open to either approat 
However, pastel being a grainy or chalky 
diuin to start with, most of its charm lies in leajj 
ing the pastel pretty much as it goes down 
out rubbing, It can get so smoothed out that| 
loses its character entirely and ends up as a more 
or less unidentifiable medium after reproduelion. 
Any medium should retain some of its own ch£ 
acter. It should not look like something else. 

Remember, crispness seems to apply most 
to bright light Remember, too, that crispness fund 
softness combine beautifully together, are better I 
combined than either by itself. Su db not decide; 
to go all to the hard* ever, because that is rig 
back where you started, We all start out "the hard] 

way." 

Note that tills painting is not entirely withe 
softness. It needs the few soft edges to estahl 
crispness by contrast 
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THE "BLOCKY" TREATMENT AND OTHERS 



While I believe the method of applying pig- 
ment should be left to the individual, there is no 
harm in culling attention to various treatments 
which come under the head of general procedure, 
with a variety of effect. At times the subject itself 
seems to call For a certain type of handling to be 
in spirit with the thing* Every artist seems to be- 
come afflicted at some period with a tendency to 
paint things too round and slick to give the vital- 
ity to his work that he desires, but Is quite una- 
ware of what he can do about it. One of the best 
ways, to give added form and structure to already 
smooth forms is the *blocky* treatment. 

' This is achieved mainly by transposing monot- 
onous curving contours and forms to a series of 
straight lines and by painting straighter and flat- 
ter planes. Strangely enough, the form retafns its 
delicacy, hut seems possessed of a stronger feeling 
of bulk and solidity when treated this way. The 
plane is carried as far as possible in one value and 
then given over to the next. Care must be exer- 
cised not to smooth the planes too much one into 
the next m you go round. The beginning of rhc 
shadow can be held fairly distinctly as a. tone 
wilh an edge just beyond the halftone. The con- 
tours may he accented with bits of straight out- 
line. The values themselves are held to the true 
values without undue "forcing 7 If you will study 
the accompanying plate I believe this text will 
become clear- 

The blocky tri;±itmcnt applies especially well 
when painting heads, particularly when there is 
not much bone structure, resulting in extreme 
smoothness. Baby heads respond beautifully to 
ibis approach. It is about the only way of giving 
extra vitality to a rather slick subject. It applies 
to tfrapery, rocks, clouds, or almost any form, 
and helps to eliminate the photographic look of 
painting. It is well worth experiment. 



There are other treatments. One is the use 
small strokes following crosswise to the Form,, i 
which enhances the structural appearance and 1 
solidity. Such treatment adds softness to painting, 
whereas pa in ling down the form defines it mort. 
sharply with a hard edge, since the brush follows! 
the edge of the contour. It could be taken as ad 
axiom that if you want it sharp and defined, paint] 
down along the edge. If you want softness, paint] 
across the form to the edge, or actually beyond] 
the edge. 

The big- or wide-stroke painters usually paint! 
up and down the form, as witness Sargent, Zend 
and Sorolh. Without loss of vitality wc fiJtvtl 
examples of the "cross-form painters in sir 
strokes" in Ettore Tito, Childo Hassam, Ds 
Garber, Edmund Tarbell, Zuloaga, and raj 
others- This form of painting has the added ad-.| 
vantage of using much m fire color within thesai 
area, and often "broken color," which started wilt] 
the French Impressionists, 

We also have what is known as "scumbling**! 
which is done rnostlv with the side of the brusfoj 
instead of the end, with very soft and beautiful! 
results- Very little of the effect of the straight brfr 
ties; of the brush is left in the paint Finally, ilicr 
is palette-knife painting, perhaps the loosest of 
all which can be combined with the brush or] 
treated as an entire approach. 

I have £iven a few. examples of these treat- 
ments here and elsewhere in the book, and I thiakJ 
they will identify themselves to yon. I believe aU| 
of these are worthy of experimentation, -J 
assure you that there are many good painter 
each type. Such techniques can be applied 
tonal mediums- It is interesting to set up a 
jeet and paint it in various ways, or even a phouJ 
and interpret it in many ways. Then the photo] 
works for you, not you for the photo. 



120 



120 



1 



THE: "BLOCK V TRGATMliNTr 




PAINTING DOWN OR ACROSS THE FORM 




AQDVtjTHfl BIFl'ECTIffN QPTHft 
THT FOftM. HSLOW,TH5([|B|a/ 
FORM. ITI/JUCCCJTED THAT 
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THE TONAL MEDIUMS 



Any medium which will produce a scale of values 
between black and white may be regarded as a 
tonal medium. Such mediums call for a screen or 
halftone process to reproduce. When chawing for 
reproduction on cheap paper or newsprint, good 
contrast is necessary. For the finer papers more 
subtle gradation can be achieved by a finer 
screen, So if you use a grey stock, or any greys 
within the picture, it will be more expensive to 
reproduce than the so-called line cuts. The excep- 
tions are the Ben Day or Craftint screen* or a 
grained surface like the Coquillc board, which 
really produces a series of fine black dots which 
wilJ reproduce by the line cut process. 

There is such a thing as a highlight halftone 
which omits an overall screen so that die whites 
come up pure white. But this belongs to the half- 
tone type. 

I shall make a ser ies of subjects to identify the 
medium only. I suggest you try them out. It will 
not be accomplished in a day. Every medium, 
though conforming to the basic approach of the 
Form Principle, will have its peculiar characteris- 
tics. What you should really attempt to do in mas- 
tering a medium is to be able first to state vol- 
planes and values correctly. Then learn to make a 
sharp or soft edge. Learn to achieve a soft grada- 
tion of tone when wanted, or a crisp and blocky 
or sculptural effect. Learn to place accents of light 
and dark. That is all there is in any medium, but it 
is not as easy as it sounds. I think wash and water 
color are just about the most difficult mediums of 
all, but two of the most beautiful when handled 
well. It is odd that most artists start in water color 
as first choice. It seems to me that crayon, char- 
coal, carbon pencil, dry brush, and similar me- 
diums, all offer much simpler opportunity to ex- 
press yourself in tone. Then the step to other 



types will be much easier. But do what yM 
in the way of mediums: they are all yours;l| 
periment with, and to help you find yourself. 
I do not believe in isolating one mediuig 
working in that alone for the rest of your 
Proficiency in one helps in another. I bel« 
pencil has helped me to paint, more than aaj 
thing else- Certainly it is easier to do a gpmptp 
drawing when you can state simple ligm 
shadow well in other mediums. Tonal medn 
of the drawing type all help mediums conside 
as painting. But make up your mind mat 
whole thing is all one, and that with experime 
and practice yon can say what you are able|9 
in any medium. That is the way it should 9 
will broaden your whole scope of pictorial eSc 
and not only keep you going longer, but affo 
you unconfined pleasure in your work. 

Such versatility is not nearly as amazbijH 
might appeaT, when the fundamental things 
applied. It is really quite thrilling to transpose I 
subject from one medium to another. Very pfteirj 
the preliminary work may be done in oneW 
dium* when the artist is working with good funda- 
mentals, then transposed to another, without aaj: 
conscious effort- 
There is no harm hi studying the work of cH 
men in various mediums, even copying it .(for 
practice only, of course ) if you feel that you can 
learn something thereby. But anything you to 
from life is your own, and 1 really believe it is by; 
far the best plan. You arc then developing; 
own approach from the start, and it may turn out 
to be something most distinctive and original. 

Get some tonal mediums and start doing some-- 
thing on your own with them, the very best 
can. Technique has a way of taking care of itsell 
Yonr case will be no exception* 
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(WITH HJLfJjlAhl CHA.kC.OiUW /T^bTHMORE QR.I/TCIL, LiY i UCHT TO^f- Cv* R. TH £ 

■JUlEA.mjflBte V*I*M &A0. iAlf l« Mi/JTE/ OF Cl^fJ" iNP C*AR*-T- ^iCK OUT LICoTf *ITK 

£t E»A^*° - C"HAftCOaLI.T BDT« ALlMUf. dWB TONil m,Znifni. IT If Mqjt tFP£CT IVB 

Kl-U. Lltfi.±(i Su^L.TlCJ" i^L COMBINED WFTrf TOUE. ft T«E MAWINC 1 1 TOO AUfetR & IT 

rONflPHQTQCiCLADHIC: UQQH WHICH -SHOULD *T two IPED- M*KB ITfitpMiL C^ift'l NO* 



CHARCOAL AND CHALK ON GREY PAPER 




1M 4 PRELIMINARY CHARCOAL 
XTUDY MAY RE/ULJ IN A MORE 
DlHECT AUO J'JJONTiHEOO/' FINAL 
PAIKTINCt/lf PAYJ"TOPLAN IT.* 
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CREY PAPER WITH OTHER MEDIUMS 
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CARBON PENCIL AS A TONAL MEDIUM (SMOOTH BRISTOL) 






CAR.QOT* PENCIL, U~A FA/T ANO OtLltfHTPUL HepLUM FQ,R THE 
ILLU/TRATOR,. WHEH IT \I R.U&&EP X* G^E/THE EFFECT OF 
W&J'H E\f, tTCiNi BE U.TED Ofcl -TMOOThS OR O^AI MY EflPER/" W ITH 
AViRlE'rYOP EFFECT/ THi/DRA\VI*JC? WWf HAE?£ ON SMOOTH 
/TftATHMOI^E BRISTOL WITH A J>lXO N ' C KARO w'7^0 PENCIL. 
THERE ARE A(_A> THE FAMOU/* WOLFF " CAR^Ort PENCIL/, 
CARBON PENitiL Of E/ A WK5E RANGE Of vALU^/ vyn"h CjOO D 
BJACK/ AND NO /THIIHfc., HfiKINC IT FiX" C El(_LE HT for rep Rq— 
DUCtIOM, BY &LL MEAN/ EXPERIMENT WITH TH 1/ MEDIUM . 
YOU WfLL FIMD YOUR. OWn WAVOFEXPHe//ION, BUT KELEP 
IT Pltfit AfJD PlfiECT. IT I J" MOTAJT CMFPICLILT TO HiNOLC A.T Wi/H, 
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CARBON PENCIL ON REGULAR BRISTOL 




IN TOHAL -TKJETCH INS dTO HffiECTLy 
^FTEft THE J1MPL£/T PLAN£_T OF LIGHT, 
HAL Fry iy£ 4n p j-wa pow/. CQUjrr D erz. 

LAJTTURN OF THE EOfeM r " JUST 
"Cffl-fi/T THE CONTOUA RATKtR, 

iM E^CLOyjJMC IN*LIUE fiLLJROClHJ?" 



3 \ &%W 






i nn 



■'F 





; ■ 

1 



129 



CARBON PENCIL ON ILLUSTRATION BOARD 







.«5Sil" 




Erwttwt 




"1 



GO 45TER TH^ FO RPl r HoLDlHC BiC K ON 



THE. J" HASP Dfc.TAlL.VOU WILL n M& IT IT 6 feTtelt. WUrhfOUi it. 
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WASH WITH DRY BRUSH 




WASH AS A TONAL MtWUM 




WASH IS ONE OF THH RRST MEDIUMS TOR REPRODUCTION 








WOnKtrHCT PROCEDURE FOI^ WAJ"H DPAWlMC 
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■% ' K "":r ADPn^ om; prty f^«r. 




1X11*5/ OUDIL? 



Jails' X^ncit* O^r 








th li wr.T jy* PdO; . 









FAR W1 ErrecT/ 
wfcl ■PMin*'. |t *irvj , n l 



Uffi K&lJ"l iyt)RV BlA L.c WAVfrR. CO Lflffi. . 
TH1J PAfifiON H-LU/TPrtAt ION ID^D, 

TME/tJ are WortTMV OP PRACti t* ro m*![> &liT How to Oq it . 



WASH PfcAWJNG 



WA-fH DHAWfcMC J J THE MCTf JPORI AWtUi;/ AWO (HfiEtT 
MEDIUM OF ALL. IT 1/ THERE? FORE THE MO/T Q1FFICO LT- 
UHTll YOU DEVELOP A WORKING PLAH FOrthE; MEOlUM, 

Jt ir Bi J12& oh the /j^het form p^ino ple op all oth ep> 

ME&lOM/^THE TONE,, THE: Pd_ANt7 AND THE HL*i>E . 
1HE ABOVE. WILL /HOW HOW TO PRODUCE! EACH QF 
THE VbiUQtJJ EFFE.CTJ: 1^ YOU WILL ./TU P Y T H E /£ 

PRAWINtfr TOO WILL FIND THB EFFCCTrAPPLiep, 



J-3UPY V0UI5 /UBjeCTC4RF.FULLr. WHE*E TiTE ^OOEL^ 
INq QREPtfE 1/rOFT ^rGRK WTO awft/urwce. whem 
/HARP (Af THS CUBE 4 Bove) 'work OH A PfcV ,AJ RPUkC £ . 

*a neoKE into wet j//orr f ii jtaokc iktq pry i/cfi.ijp'' 

-fOTlE OWN G IMC CAN 0E PONE pVj-panGIWCi OLKT OR 6V 
.TCROB&lMG WITH BRU/H ANP CUEAH WATER AUD BLOTTiMff. 
V A W*f|HFOri A PLAKE |J" <JoOD PflO CEP4J R£ . PONT jTlfPLEL . 
WAJH Jh<SULP fc£ AJ" FREE.&R^AO AN DlftEC-T £j FQ/J" 1 Ql-£. , 
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HOWARD PYLE 



FoKrujvATtfLY I am able to give you* in his own 
words, the genera] theory of approach nsed by 
Howard Pyle.. as It was given out to his students. 
It has been copied and handed down from artists 
of one generation to another. I must frankly admit 
that it has passed through many hands^ so there is 
nothing to verify its absolute authenticity, but in 
substance it is as Fyio himself wrote it down. My 
copy was given to me some twenty years ago— I 
cannot now recall by whom. Since Pyle has been 
revered as the "Father of American Illustration," 
and since he gave this out freely, I believe it is 
proper that it should be recorded permanently 
for the sake of the craft. There may he very few, 
i£ any, other existing copies by now. There are 
but few of his students living. Unless they like- 
wise set down his message, it could be lost for- 
ever. I feel fortunate in being able thus to pass 
on his words, and I assure you that you are equal- 
ly fortunate in having them. 

AS tO IttJCMENTAIOf INSTRUCTION 
AS TO COLOR AND FORM 

Light— All objects of nature are made visible 
to the sight by the light of the sun shining upon 
them. The result is that by means of this -we see 
the colors and textures of the various objects of 
nature. 

From this it may be seen that color and texture 
are the property of light and that tlwy do not 
enter the property of shadow. For shadow is 
darkness and in darkness there is neither form nor 
color. 

Hence form and color belong distinctly to light, 

Shadow— As the object illuminated by the sun 
is more or less opaque,, so when the light of the 
sun is obscured by that object > the shadow which 
results is more or less black and opaque, being 
illuminated only by the fegfc* reflected into it by 
surrounding objects. 



oh- 



By virtue of shadow all objects of nature as* 
sume form or shape, for if there uwre no shadow 
alt would be a pit glare of ligfct* color and 
ture* ♦ ■ . But when the shadow appears, the 
feci takes form and shape. 

If the edges of an object are rounded, then the 
edges of the shadow become softened; if 
edges of an object are sharp, then the shadow 
correspondingly acute- So, hy means of the 
ness or acutetiess of the shadow, the roundne. 
sharpness of the solid object is tmide manifest. 

Hence, it would follow that the province of 
shadow is to produce form and shape, and that 
in itself it possesses no power of conveying tfn 
impression of color or texture, 

I have tried to state these two facts because 
they are the foundation of all picture making, 
in the corresponding mimic separation of 
and dark, the mimic image of Nature is mad* 
manifest. So the function of all art instruc\ 
should be to teach the pupil to analyze and 
separate the lights from the darks, not teclinicdty 
but mentally. That which a pupil most needs in 
the beginning is not a system of arbitrary rides 
and. methods for imitating the shape of an object; 
that which he needs to be taught is the habit of 
analyzing lights andshadoim and of representing 
them aecordinghj. 

HALFTONES 

1. Halftones that carry an impression of 
ture and color should be relegated to the province 
of light, and should be made brighter than thetj 
appear to be. 

2, Halftones that cany an impression of form 
should be relegated to the province of shadow, 
and should be much darker than they appear to 
be. 

This is the secret of simplicity in art* The 
tioit might be represented thus: 
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HOWARD PYLE 



SHADOW 



(i.e. form and solidity) 

H al fton e-Reflcction - 
3 2 

Shadow 
I 



UCHT 

(i.e. texture, quality, 
t color) 
Higbhght-Tint- 

Halftone 

I- ■ * 

77iw is } as I said, the foundation of technical 
art. And, until the pupil is entirely able to sepa- 
rate, those two qualities of light and shadow from 
(mother in his perception, he should not be 
need beyond the region of elementary in- 
wn—no matter how clever and "fetching" 
kmay appear to be. And, during this prog- 
of instruction tlte pupil should he constantly 
icuraged with the assurance tliat u$iat he is 
g is not mere drudgery but is the necessary 
ss by means of which— and only by means 
f vihich—he may be able to manifest the beau- 
M thoughts that lie dormant in his imagination, 
may say here, in this: connection, that the 
'$ who come to me are always so confused 
those two qualities of light arid shadow, and 
habit of exaggerating the halftones has be- 



come so confirmed, that it takes oftentimes sev- 
eral years to teach them analysis and simplifica- 
tion, yet without this power of analysis and sim- 
plification, it is, as I say, impossible to produce 
and truly perfect any work of art. For that sepanv 
tiorx is fundamental to the law of Nature, and un- 
til it becomes a Iwbit of thought, no spontaneous 
work of art can bo produced. 

It is suggested that you read and reread this 
many times for your own interpretation. While it 
becomes perfectly clear in time, I, hy experiment, 
have found that it takes a cxmsiderable period to 
register in ones mind as to actual practice. That 
this is not unusual is verified by Pyles own state- 
ment that it "takes oftentimes several years*" be- 
fore it is fully comprehended. 

Because of the profoundness of this theory, and 
the inexperience of most students in the applica- 
tion of it, T shall presume to carry the explanation 
of it somewhat further, with due apologies and 
with the reservation that such interpretation may 
be at fault because of Jack of comprehension on 
my own part, 
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COMMENTS ON HOWARD PYLFS THEORY OF APPROACH 



Howard Pyle is dead, but he left this treasure 
behind him. It is perhaps the greatest bequest, 
beyond the wealth in his paintings, that our craft 
could have had bestowed upon it. It is part of his 
great mind, which has had such a profound influ- 
ence upon American illustration. If it may seem 
to the young artists of today that illustration has 
taken en different trends, let us understand that 
the difference does not lie in any change of the 
fundamental thoughts he has here given us. The 
thin^ he has observed and set down for us are 
without question basic truths, and it is true that 
good pictures can be built in no other way. Time 
cannot efface those basic truths any more than 
time can efface the laws of nature, for they are 
one and the same. If there is any apparent differ- 
ence between his work and the present trend, the 
difference lies in changes in concept or presenta- 
tion rather than in changes of working knowl- 
edge. In our day a single head against a white or 
tonal fiat background may be construed as an 
illustration, but as such it is simply a short cut to 
effectiveness, with most of the infinite care, the 
greatness of conception and execution, character- 
istic of his own effort, virtually absent. 

There is not much latitude left for the fullest 
expression when all the finer qualities of com- 
position, tone, and pattern, light, color, and tex- 
ture are deleted from illustration. I cannot believe 
illustration can hold much expansion, progress, 
or betterment without them, Those illustrators 
having the ability to express truth in beautiful 
terms of tone, color, and design will always be 
the ones sought out and will stand head and 
shoulders above the lethargic camera copyist, or 
the mere imitator of his neighbor s product. Our 
interest in Howard Pyle is not for his name or per- 
sonal greatness alone, but also for the great things 
he stood for. For sheer draftsmanship, keen in- 
sight in character portrayal, the sense of the dra- 
made, interpretation of mood, and the ability to 
set his figures into an expressive and convincing 
environment, it must be honestly admitted that 
there is no one to equal him today. None of these 
qualities can be dispensed with without detri- 



ment to the craft, any more than it would be pos- 
sible to omit the basic ingredients of, say, a^fine 
piece of metal, 

Lack of space, pressure of productiou time, 
the need of die startling, the different, of sheck 
producing effects* have had their mmiencejrhej 
introduction of' the candid camera and higheN 
sensitivity of film, allowing the camera so ffjucb 
more latitude, has also had an effect But our| 
product is no better than his, not even as $wd. 
Such changes have not lessened the validity of I 
his principles or their value to the artist. Ii#tfJ 
the good illustrations today arc his principles i 
walking around in new clothes. 

Howard Pyle s mind was so analytical, so easily I 
capable of grasping truth, that his theory as set 
down probably appeared completely obvious to J 
him- Yet I find that in most cases it is difficult to 
grasp the bigness of it in actual practice, even W> 
hope to see with anything like the understanding j 
he speaks of. I admit I have read it perhaps a hun- 
dred times, at various periods of personal tin 
rice, and each time there seems to be a new glim- 1 
mering of meaning which comes out of the am 
cation I have made of it Perhaps you will 
faster than I. For those who do not, I offer 
guidance as to what was his full Intent and : 
ing. My interpretation is, of course, subjeGJ 
argument, and I urge you, if you believe it i 
red, to make your own. Or, you may q» 
whether it needs interpretation at all, But hai 
worked with students, I know the danger in as- 
suming that facts which seem quite obi 
you as an instructor, with a background of 
rience, will be equally obvious to the student 
fact, he may even believe he understands 
his Own effort proves he does not. The t^ 
of a truth comes with its actual application,; 
the day it is lizard. And at enlarges in m* 
with self-discovery of its merits in its appl 

His treatise begins with the statement that all | 
things a 1 * made visible by the light of the 
shining upon them. This is not meant literallyi 
even a cloudy day is lighted by the sun penet 
ing the white clouds, but the effect is totally = 
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COMMENTS ON HOWARD PYLE'S THEORY OF APPROACH 



Iferent from that produced by full bright sunlight. 
f And since this is a different quality o Night, the 
i h&tUnen t of light and shadow will be cor respond- 

B characteristic. These statements of hts we 
laust analyze. Again, he assumes that we are intel- 
ligent enough to reason that any light produces 

nodding on farm, whether it comes from the sun, 
for a can die, or a modern electric bulb. He is speafc- 
jfjnga hig (ruth in very general terms; and we must 
[wcribc to light its various qualities without taking 
I'Bteral exception to his statement 

In thes next paragraph he states that color and 
|%nire do not enter the property of shadow, 
1 Men too literally, that would mean that all shad- 
bw arc devoid of color jmd texture. Then all 

jhiidows would be neutral grey or black and per- 
Ifectfy flat. To prove he does not mean it literally, 
I qioats of reflected light, and admits that light 
Eks dp .property of color and texture- Therefore 
|eflcfed light can project color and texture into 
piestadow. What I believe he wants us to under- 
|fan<§dearly is that color and texture are most 
lirilliAit within the light, and those qualities must 
I be reduced or subordinated when entering shad- 
toWp since the main function of shadow is not to 
fconv^.the impression of color or texture, but pri- 
Hp- to define form- My contention, then- 
|whi£wi]I be taken up later— that color is reduced 
Jd intensity in the shadow, is backed up by How- 
lid Fyle's own theory, which should bmig eon- 
vfehon to the reader. The local color, in reduced 
ijitoity, is obviously within the shadow. A red 
dresSis red in either light or shadow, but adrnit- 
taflfs brighter red in the light Also, that shadow 
mayp influenced in color by the color of reflected 
igJLUs for example the blue of the sky. Howard 
Pyle does not question thfc in his- own work, and 
fceasta us to make a similar analysis',, 

Since the visual qualities of color and surface 
tatiitfe are subject to tlie nature and color quali- 
f various kinds of light, it follows that both 
and shadow are dependent upon light and 
peflected light, plus their color influence on local 
icotor/fbr the pictorial color we interpret The 
jeDow or orange light of the late afternoon sun 



will present a very different color aspect to the 
same landscape than wdl midday or a grey day. 
All things within that light will partake of and 
add to their local color the color of the light. The 
soil that would be a neutral grey on a cloudy day 
may become red -orange in that light- The hills 
and foliage he come golden, and lost in deep violet 
shadow, that earlier appeared blue-green against 
blue shadow. I believe Pyle intended that we 
analyze our subject for these truths and abide 
by what we find to be true. He would, I am sure, 
encourage us to show all the purity of color with- 
in the light that is consistent with truth, and 
would want us to keep it in the light where it be- 
longs, I am equally certain that he would have 
us see shadow as it appears to us, and consistent 
with the color as we see it. Nothing can so dull 
our effort as lack of vision coupled with blind 
adherence to formula. I would say to any student; 
If you cannot see that which is prescribed in a 
formula, you either are not ready for it or, as far 
as you are concerned, formula is worthless. For 
your vision and interpolation come ahead of 
anything else in determining your place in art 
What you do in the beginning confirms neither 
the right or wrong of what you stand for, Your 
subsequent development and perception will de- 
termine that. It is well to give caTefu] attention 
to all instruction and give it a fair trial. And it is 
well, also : to give your vision every chance, un- 
derstanding that you do not reach a solution at 
the outset of any problem. You are not in a posi- 
tion to condemn instruction without trial. 

Pyle tells us that halftones belonging to the 
light should he painted lighter than they appear 
to be, while those in the shadow should be painted 
darker. This is perfectly true. Recognizing the 
limited range of value at our disposal as compared 
with actual light, we see that it is not possible to 
set down the full range of lightness to darkness 
that may appear In nature. For the pictorial effect 
it is necessary, as far as possible, to hold the whole 
njass or contrast of light versus shadow, and to 
keep them in simple mass relationship. Otherwise 
they may become hopelessly lost in our short 
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value range. The subject can easily become 
"washed out" from lack of contrast, or muddy 
because the light and shadow are too close in 
value. Pyle is saying that we cannot hope to paint 
pictures in their true aspect if we disregard this 
natural truth. Experience convinces us that he is 
right. If you do not helieve this, try it for your- 
self. The overall relationship of light to shadow 
is much more true and important than the particu- 
lar aspect of a value which, if followed accurately, 
would rob us of the feeling of light- 
Suppose we compare an underexposed nega- 
tive and print with a properly exposed pair- The 
underexposed set does not bring the values in the 
light out bright enough in the black-and-white 
scale, nor the darks low enough t the effect is dull 
and lifeless. It therefore lacks proper contrast of 
light to shadow. 

There is only one point he makes that I have 
never been quite able to agree with. Tins is that 
shadows are more or less opaque, not being in full 
light and lighted only by reflected light. My con- 
tention is that just the opposite is true. The lights 
are opaque and the shadows are transparent. My 
argument is that anything in the ligfrt stops the 
light and reflects it back at you. The only time 
light is transparent is when it can penetrate the 
material, such as water or other liquid, glass or 
other transparent material. We cannot see pastor 
beyond the light on opaque objects j our vision 



stops at the lighted surface and rests there. The 
Opposite is true of shadows. We do see into shad- 
ows. The shadow is actually in front of the plain:, 
having been cast by a turn in the form or% H 
effect of light. One is a perfect balance fee the 
other, any way you take it. But though the) ■ 
the illusion of mystery and darkness, indefinit™ 
of surface and form lying deep within it, they al 
still the only transparent areas within aSgibjccL 
How I wish, Howard Pyle, you might speak to] 
on this point! I cannot believe that, with the ^.i 
mastery you showed in handling the trarisparetil 
of shadow in your own work, you intended H 
interpret "more or less opaque" as meaning th| 
transparency can be completely omitted You J 
no* say "opaque," so at least you leave 
open-wbidi in itself is characteristic 
greatness. 

The opportunity to study Howard 
is limited, since it is becoming increasing 
Cult to find. Most of tile original work has 
bought up privately, and even his reproduct 
have been purchased for private files. Myi 
may not have the privilege of being familiar 
it. I do not believe either originals or plates 
be secured to be included here, and 1 there! 
have made a page of tonal roughs to give yem 
idea of the excellence of his tonal arrangemei 
Perhaps these may suffice. I apologize for copj 
his work, even roughly. 
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TONAL SKETCHES OF SOME OF PYLE'S PICTURES 

T 



\ \ 





^Ski'vifcti 







■**?+. 



141 



«BB 



141 



THE RELATIONSHIP OF TONE TO COLOR 



Before leaving the subject of tone and getting 
into color, there are things of importance to be 
considered. First is the relationship of tone to 
color. If you wtU think of the black-and-white 
value scale, then try thinking of a color arranged 
in the same manner from something as light as we 
can make it down to a value almost as dark as 
black, you will understand what is meant by 
"value/* or is sometimes referred to as *tone 
value" in coIot. Later on T shall attempt to show 
you exactly how such a scale in every color can be 
accomplished- For the present, let me say that it 
will be more than a matter of taking a color and 
lightening it with white. Color starts in the mid- 
dle of the value scale, with the strongest intensity, 
being diluted as it lightens, or mixed with a 
"toner" to make it relative to a whole scheme. 
Then to darken it we start again at the middle of 
the scale, and add black, its complement; or some 
additional mixture, to lower its value, That is why 
good color is not so easy as good black and white. 
If it were true that a pale-blue dress were simply 
blue and white mixed in the light, with the pure 
dark blue in the shadow, color would be easy. But 
we will find that this is not true: the pale-Hue 
dress is also a pale-blue dress in its shadow, the 
value being lowered by some means which will 
riot destroy the "identity" of the Original color- 
will not make it look as though the dress might 
have been made up of two shades of blue. 

We cannot adhere to the Form Principle until 
we can render form tones truthfully in color, as 
we do in black and white. The flesh, for instance, 
is the same kind of flesh in shadow as it is in light. 
So wc cannot paint it pink flesh where the light 
falls and orange flesh where it is in shadow. If 
the shadows are lighted up with a warm light, 
that is a different matter, for then all the shadows 
will be so lighted throughout the subject, Shad- 
ows can be either warmer or cooler than the light, 
according to the conditions we are working with. 
The point I am trying to make is that we cannot 
possibly put color into a formula of always being 
so-and-so. Every color subject imposes a set of 
conditions of light, color, and reflected color 




which must be adhered to if the result is to: 
good. Outdoor color is different because of 
ent influences, such as the sky and the sun, 
being a source of color and affecting the su 
much differendy from the way the same sub 
would appear indoors in a cold light, or art 
light. 

Color* then, is not something in a pnt or puddlq 
to be lightened with white, as can be done wlS 
we are painting in black and white. If we cannot 
do a study in black and white and do a good thin 
from the standpoint of values, we certainly 
not do it better in color just because it is 
Lack of understanding of the foregoing is exa 
what makes so much tawdry and cheap-loo 
color work in our magazines. It cannot be bla 
upon the engraver; it must be dropped right in 
lap of the artists, where the error truly be! 
Most of the had effect comes about from the 
ing" of color when the painter has not the fain 
idea as to what the fundamental color truths r 



are, 
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The Form Principle is buUt on values, at 
cannot get anywhere without them, even in 
When painting in color from a black-and-wl 
photo, the fundamental values that are inj 
photo must somehow also be got into the color. 
do not mean that the camera is completely accu* 
rate as to values, and that because the shad! 
appear black in the pho tograph our shadows 
he painted black also* On the contrary, we 
something to correct the unrelieved darkness 
these shadows, throwing reflected light or "i 
lights" to bring them out of their inky bl 
When photos arc taken outdoors, the valuesl 
fairly true and light as they should be- with prO| 
ct exposure and printing, of course. If you aired 
have a preconceived theory that flesh in the-fi 
is so-and-so and that shadows are some other 
tune, forget it at once. Flesh can be painted f? 
almost any palette so that the value is right I 
the color consistent with the surrounding I 
ments. 

The best way in the world to learn values 
well as color is to w r ork from life. If you are wot 
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conditions of light, color, atid reflected color well as color is to work from life, If you are m 
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agin black-and-white paint, from We, yon m 
naturally goingtohave to take those thi ngs before 
pa winch are in nature's colors and transpose 

I torn to black-and-white values. You will find 
with concentration and study that you will do it 
torifcn will your fii™ and sensjt . zed 
AUy, look for the lightest thing in the lighted 
wmpareit with (ho darkest thingalso in the Ifeht 
■ in the shadow. Then look (or Slightest thL 
' if ^** and """P 3 ™ jt «■** the darkest 
m of the shadows. In &fa manner you think rf 
togroaps of values, thosein thelightas opposed 
g to tows - m the shadow. They must not so "over- 
lap H*pt mixed up and lost, becoming neither 
we nor the other. The lights must hold together 
I V"** P«* w^e the group of shadows 
1 be stepped down" enough so they also 
1 hang together. 
Every bit of the form should instantly identify 
Egfc betengingto one group or the other. Con- 
pour halftones always as a part of the light 
IF fe phm * ^t^een the briefest light 
B the edge of the shadow. If you let those half- 
toj^t too dark, you cannot hold the whole 
m of the picture together opposed to the 
m ^et rf s | la dow. The same is true of the 
*><W. If you let tie ^fl^j U ^ b lMlh ^ 
Aadowget too light, y 0ur picture getJ ^ 
K ahdloses unity and brilliance, for the over- 
Jj effectrf shadow must l, e lower, or darker, than 
■ overall effect oflight Note that I do not say a 
fadow value cannot be lighter in value than 
■Mhing else might be in light. Ffeh, fo r «„. 
I ma f 1>e ]i &ter in the shadow (not much ) 
■ i . dark suit would be in the light. But then 
Mark suit against that flesh In sh^W wnU 
bapractically black. The relationship of thine, to 
tmmvtlur b the ^e < d waySt eiffter fa ft J* 

Mow That rebtionsktp rott « * m<rin ^ nerf 

Jmake this olear, let us supp05e y^ put a 
*te square of paper on a board. Next ro £ 
P«U grey one two tones darker, and a third two 
ta« darker than the second. Now, you can put 
He hoard in any light, or turn it into shadow but 
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you cannot change the bade relationship of the 
fee squares. That is what is meant by the rela^ 
Unship Of things to one another. Now ^ 
the three squares were three cubes of the same 

would ! then have to take that relationship into 
hght, halftone, and shadow, since you would be 
dealing with .oft*, All the side, in light would 
shU be two tones apart, the sides in halftone 
would keep the same two tones of separation be- 
tween one another, and the shadows would also 
shJ! be two tones apart on each cube. Such rela- 
tionship would be set into one of the light intensi- 
ties as described previously. 

The biggest obstacle to good work is the lack of 
consistency in these relationships, If you work 
from life you will gradually see the truth abont 
values. Photos, however, especially those in which 
a ha^dosen sources of light e*ist, can get woe- 
tuJiy m^ed up in this respect, In other than a 
single source of light, our cubes could get to he 
anything in value and all mixed np for relation- 
ship. In the same way. so can heads and clothes 
and anything else in our pictures. 

You may be certain that relationship of vdute 
vM be more correct m a nmrd source of Ught 
tfwm any other. You may be certain that if you 
V<wt the ™W relationship of value between 
things you tvill have a better picture. 

So before leaving black-and-white study (in 
fact; you will never leave ft), try to understand 
that form is truth of tone and nothing else. Good 
color is also truth of tone rather than brightness 
of pigment. There are so many ways to "shek 
over faults in color work that often they are not 
apparent Set up a still life. Make a small black- 
and-white study. Then try it in color. You will 
tins understand what I am talking about fetter 
than through any language at my disposal. You 
may behove you are good in color and also in 
value relationships, but when you reaDy begin to 
see these things as they are in Nature, you will 
hnd many errors in your work Weal] do Correct 
values can make a picture have that "quality of 
existence." 7 
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PREPARING SAMPLES IN TONE 



I have tried to cover most of the tonal mediums, 
and the various effects to be had out of each. 
However, I am limited In these to my own ap- 
proach, as you will be to yours, If you will really 
make the effort to wort in as many of them as 
possible, you will find that what you do in one 
really docs help you in another. Yon will eventu- 
ally find yourself doing the same things in any 
medium— that is, you wfll put into each all the 
understanding you have of values, drawing, and 
other qualities. Your work will take on an individ- 
uality all your own, which will be evident m any 
medium. 

There is room for good pen-and-ink men, and I 
am quite sure that this medium is coming back 
very strong* There is not half enough good char- 
coal work, or carbon-pen oil work. There are only 
a few really good black-and-white-wash illustra- 
tors, Black-and-white oil will always be practical 
and desirable. Perhaps you can work in a com- 
bination of mediums to produce a new and un- 
usual effect. Dry brush is one of the coming me- 
diums for newspapers as well as magazines. 

One thing I would like to impress continually 
upon every reader of this hook: There is no espe- 
cial way that illustration is supposed to be done. 
Occasionally an art director will drag out another 
man's work and say to you> "Now, this is it** After 
things are all finished and approved, it is very easy 
to say, 4 Do it like thatH But if you do one that is 
liked , someone will be telling the next fellow to do 
it your way, I repeat: There is no better way than 
the way you do it best> and that is bound to be 
yoitr way, with your own taste and ability at 
work. 

In the preparation of samples, do not base your 
work on pictures by other artists. There is noth- 
ing wrong in working from a 3 most any photo- 
graphic copy for samples as long as these are not 
to be sold. The magazines are full of materia! 
which may be used in this way. But it is better to 
take your own photos, or use your own model, 
and work up samples from these. If you look at 
nature you certainly can call whatever you do 
your own j and it is by far the best polity. 



A few good samples will in ate a better imprefr: 
sion than a lot of mediocre ones. Try not to 
two samples very much alike- Two or th 
rious types of heads are enough, They will 
what you can do. Babies and children al 
make good samples. Most art directors ha 
hard tune finding artists who can do them 

Don't make great big samples, with huge pile 
ages to Open on the art director's time* 
portfolio that can be opened easily by un 
not something that will be done up in 
cracldy brown paper, to clutter up his place, 
is irritating. If you carry canvases, have 
framed lightly and neatly. A single piece of e<5 
gated board tied around them is best. 

For subjects, try hard to figure what your p* 
pective client would he most likely to use. Sch 
work, unless applicable to his regular n 
not interest him, especially life drawings 
take minute and careful pencil drawings aro 
as samples. Pencil drawings, unless practi 
reproduction (meaning good blacks, 
shiny) are bad. However, pencil drawings; 
mittgd as layout or compositional work, or 
roughs and sketches, are excellent. But use i 
fat black-looking pencil if you want to 
him. The work should look as if it were 
easily and fast 

If you use amedium that rubs, be sure it is fijs 
or put a sheet of tissue over it* Mat your samp 
drawings and make thorn as neat and clean as 
sible. Have your name and address on the 
of every sample so that if an art directo 
hold it, there will be no trouble in finding ye 
in returning it I have seen a man lose out 
Order simply because the director forgot who 
was and therefore could not look him up. Dont'j 
expect him to remembet names ; he is too^ 
with everything else* 

The best market of all is for good drawir 
girls. Character subjects arc also good. If yo 
to work with square or compositional subject 
include some as samples. If you feel you dent 
do them weh\ stick to heads, figures, and vif ; 
nettes. If interested instill life, draw some food, or 
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nature you certainly can call whatever you do do them weE, stick to heads, figures* aiutf 
your own, and it is by far the best policy. nett&s. If interested instill life, draw some: 
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SUBMITTING SAMPLES 




something packageaV-sornething that looks as if 
ft were selling a product, not just a vase of flowers, 
or fruit, or a few books arid some eyeglasses. 

A good procedure is to select an actual product 
jihat I advertised and make your own version of 
an advertising illustration for it. You can lay Out 
&e wipe ad as a rougk using tbe correct name 
plate or logotype. It looks businesslike to an art 
direc 

in the jboo k we are goi n.g i d t o the prepara- 
work for the various fields of illustration, 

t you finish the book before you get too 
to get into actual work, if you are not 

in it. 

always believed that when you are in 
Mie phase of (he commercial type of work, you 
uIcLiave a weather eye out for the next. Fer- 
ps|jou are already employed. Keep making 
Ktter and better samples, no matter what you 
I i^ 8- They will come in handy and may 
wrclppu along right in your own place, by le tting 
jtfiur employers know what you can do beyond 
jttur regular Job. If you want to be an illustrator, 
pou gjta be working at it all the time in your 
e, going to school, experimenting with 
, practicing all you can, If you have good 
ready when opportunity knocb, you 
Jfoup fast. If you have not taken that extra 
B& yon will not be thought of as being ready 
anything more than the job you are doing reg- 



jy men stay in mediocre jobs because they 
lly done little or nothing to get up out 

n. Your samples are salesmen. If you have 
led down at a place, «how up again in 
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fc months with some new samples. 

Jf, in showing your samples around, you find 

tat they cause little favorable reaction at the first 

everal places, better get rid of them and do some 

es. Good work is liked, and bad work dis- 

In almost all places. Do not keep showing 

bork that has frankly been considered bad by a 

representative art buyers. 
Getting in is largely adaptability. Granted you 
ave ability, it is a matter of adjusting that ability 
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to a purpose. That will be true of everything you 
ever sell. I am sure that most young artists, if they 
really thought about it, could be much better 
salesmen than they appear to be. If you wished to 
sell a man a suit of clothes you would not bring 
in an ice box. But I have seen aspiring young art- 
ists take "a yard of parties * or subjects equally 
inappropriate, around lo nil the important art 
directors. There is a place for calendars, fashion 
drawings, posters, dramatic illustrations, pretty 
girls, foodstuffs and still life, children, or almost 
anything you want to do. But make it fit A good 
sample can be wrong or right according to where 
it is shown. A bad sample will never be good no 
matter where shown, 

Try not to work too small, Make the sample 
as impressive as is compatible with convenience 
in carrying. Tiny heads have little appeal Make 
your sample from one and a half to two times 
the probable size of any final reproduction- 
larger still in the case of paintings* Present 
neither broadsides nor postcards. Work on good 
materials, good Bristol or illustration board, 
never on thin exumply paper* except in the case of 
layouts and sketches. These are better, on a good 
bond layout paper so that they will not be trans- 
parent and show one drawing through another. 
Sometimes young artists ask whether names 
have anything to do with getting a start. Most of 
the time an artist need not worry about his sur- 
name. If you happen to have one that is very dif- 
ficult to remember, Adolphus Hockenspieler, for 
example, adopt a simple one that is easier for 
everybody. Perhaps just a part of it, like "Dolph 
Hocker." Many artists use a single name, usually 
the surname, for this reason. 

The point to remember is: Do everything with- 
in your power to simplify things for the art di- 
rector when you approach him— your choice of 
subjects, your work, your attitude, your inter- 
view, and even your name if must be. Above all, 
do not "talk iip" your work or your ability, He can 
decide about that for himself. You do not sell your 
merits— they sell themselves. 
Now let us look at color. 
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PART THREE 




A NEW APPROACH 
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LET US, FOR ONCE, APPROACH 
COLOR AS ALSO BELONGING 
TO NATURE'S GREAT PLAN 
THAT ALL THINGS SHALL 
EXIST IN AND BE A PART OF 
ATMOSPHERE AND LIGHT 




PRESENTING 
THE SPECTRUM, AS RELATED TO LIGHT AND SHADOW 

BASED ON STANDARD FOUR-COLOR PROCESS PRINTING 

This gives you the colors with the values extended from lightest 
light to darkest shadow in a neutral light and without other 
influence or color reflection. Consider this as local color." 



COLOR 
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re my readers with the problems o£ 
ieve a new approach is necessary. So 
own experience I have found that color 
usually approached in the sense of something 
chd r as some sort of special science, The dif- 
Ity of such an approach, as far as the student 
concerned, lies in transposing the theory to 
iiydgf .life* the things about him, and applying 
■ a pactical way. We know that aD pictorial 
uoac|L;is subject to the basic truths concern- 
ton&Eght, and shadow, If color is also subject 
the natural laws governing tone, light, and 
:dow : which it unquestionably is, then the only 
itoria|approach to color which can be of real 
I W l incorporate these principles, In fact, 
tpproach color without encompassing its rela- 
ihipjnc-t only to light and shadow but also 
e effect of atmosphere and reflected color, is 
leave ts dangling in mid-air, for these things 
Feet every color that we set down pictorially* 
B is,;$o subject to natural laws of light and 
mtding influence that it cannot be consid- 
Bfriately as a matter of science, tempera- 
B a^J taste. To do us any good, the study of 
Mot inmost be closely allied to all other funda- 
ientals-of art. It is so much a part of tone values 
id design as to be inseparable from them. Color 
rtfrns definitely a part of the Form Principle. 
I color may be beautiful to our esthetic sense, 
jt horrible when placed within our picture- Pic- 
orja!ly,;a color is beautiful only because of its 
Hpp to other color, and such relationship 
list be understood. So to pick a color from an 
wage color chart has little practical value, for 
eoddfcare that it will be totally unrelated and 
fetorially false, 

Cbior can be bought in many hues and shades, 
it without much real value to us at the outset. 
| must first understand that the basis of all 

Ecdprwe shall ever need lies in the three pri- 
B£red, yellow, and blue. Westart with these 
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in their purest possible state. To these we add 
white to lighten and produce tints, and black or 
other mixture to darken the pure colors. By the 
intermixture of red, yellow, and blue, coupled 
with black and white, it is possible to produce 
almost every conceivable color that will stay in 
harmony within our picture, Basically, red, yel- 
low, and blue are used to product? every color we 
set down, even to die earth colors, burnt sienna, 
raw sienna, and the ochres. Now let us look at the 
possibilities of the three primaries, plus black 
and white. You must understand that in color 
printing our white only substitutes for white 
paper, that the thinned-out - dot on the white 
paper of the stronger basic color is the printer's 
only means of getting light tints by the four- col or 
halftone process- So our tints may not be repro- 
duced with absolute accuracy, since our white 
may cool the color somewhat more than the white 
paper mixture with the pure colon In tlje case of 
water color, where no white is used, the repro- 
duction will be more exact. 

The three primaries, red, yellow, and blue, by 
mixing in pairs produce the secondary colors of 
green, violet, and orange, These, with the pri- 
maries, give us the six full-strength colors of the 
spectrum, They are arranged in sequence in a 
circle. Then by mixing each with its neighbor, 
we get six more colors, called the tertiary colors. 
These are red orange, yellow orange, yellow 
green, blue green, blue violet, and red violet. We 
now have twelve colors of maximum intensity 
and brilliance. Adding black and white we have 
Our full color and color value scale. 

Beginning with the pure color we can add • 
white to produce a series of tints of the pure color, 
from full strength to palest tint, Beginning with 
the pure color we can cany the color down to 
darkness, by adding black or by mixing with the 
complement, which we will speak of later. 
This is where our approach will differ from the 



ALL COLOR IS RELATIVE 
FAL/E COLOR 




THE SHADOW COLOR 
fK NATURAL LLCHTCAN- 
NOT BE A COLOR YiH ICH 
CONTAIN/ NOME QFTHE 
ORIGINAL. HOWEVER. 
ALL /HADOW U~J~UB^ 
JECT TOTHE INFLUENCE 
OF OTHER COLOR THAT 
MAY BE REFLECTED INTO 
IT AMOTKU/ niXlHG WITH 
THE. oftlCL NAL COLOR , 




JOINTHE CU8E ATTOR 
A 6LUE LIGHT REFLECTED 
IMTO THE J"H A DOW WOULD 
PRODUCE A GREEN, 




TRUE 

WITHOUT OTHER COijOR 
I H FLUEMCETKE JHADOtf 
WOULD TMEfH BETHE.T4HE 
ODLOR{pA R K E R ) BUT 4U0 
F5ED0CE& I N tNTEN/lTY 
BY IT3roDHPL£lviE[JT0RGREY. 



TO SURROUNDING INFLUENCE 

usual one. We will set about to carry any col 
through all the steps from the lightest light 
utter darkness. This is something of real nee 
to the student, but which often, to my knowled 
has been grossly ignored. So we come to our 
axiom. A color is rvhitwe first to the amount 
tight shining upon it which gives it lightness 
darkness. By way of illustration, we may have 
girl in a yellow chess. She may he in a bright li 
or a low light. She may be in sunlight or shaclo 
Therefore what we use for the color will have 
come out of a scale of light to dark with due 
sideration of all other color influence. The dress 
not just yellow but tones of yellow grading up 
down. If she were in the shadow,, with the I>1 
light of the sky as the only source of light, 
could not possibly pa in I the dress with only u 
yellow. So we have another axiom. Color is n 
five to all surrounding color influence. Sup 
we have color in a warm light. The warm co 
get more intense, and the colors on the coo! si 
tend to become more neutralized. In a cool 1 
Hie tendency is reversed. Nature uses her t 
primaries to produce grey. Ye I by the same pi 
ess a great number of other colors are produ 
when the proportions are unequal Mixing tb 
with white, the "soft" greyed colors are produ 
In fact, with the addition of black or white to til 
tonal colors, practically any color or tint una 
inable can be reached. The main object in se 
tion of pigment lies in brilliance and ability 
ini* toward the warm or cool. Since no prim 
colors can perfectly do this, we use a "warm aod 
cooF of each. If die color itself is wann, such as 
cadmium red or vermilion, we know it cannot 
produce a good purple by mixture with bl 
Therefore we must, if a brilliant purple is nee 
use a cool red like alizarin crimson with a cool 
blue like ultramarine. Always paint your subjol 
as brilliantly as possible, and let the engraver dp 
the best he can with it. If you give htm 
color, he can't make it s.ny better. 

All colors as we see them are colors modi fie J 
the "condition s of the moment ►"Warm light giva 
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©y it^ complement orGI^y. ^ ie "conditions of the moment " Warm light give] 
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COLOR IS STRONGEST IN 

greater brilliancy to warm color. It subtracts 
brilliancy from a cold color. Lack of light lowers 
[fie tonality, bright light raises it. We call the 
original color of an object the "local" color. We 
paint local color only in neutral light. 

We must look upon our chart as local or unin- 
fluenced color. The shadow colors arc representa- 
tive of uninfluenced shadows— shadows that do 
net have any other color reflected into them, In a 
neutral north light your shadows would come 
quite close to those represented, provided they 
*ere not otherwise affected by other influence, 
litis chart at least will give you a practical basis 
by which to approach your subject, Jf you arc at- 
tempt] tig to paint in color from black-and-white 
copy, it will help a great deal. But in the hack of 
Jour mind keep the following truth. All colors be- 
come a source of reflected color when in light and 
Ml reflect themselves into lesser light To this we 
add another. All colors in shadow become recipi- 
toof other reflected color and will change ac- 
rdinghj. This means that you must consider 
eh plane of the shadow area, and whether it 
uld catch the color of something else. This not 
ly makes the units of your picture seem to be- 
ing together, it also produces harmony between 
ur color masses. It brings us to another color 
th. Amj two colors will be harmonious when 
e or both contain some of the other. That is why 
spectrum is harmonious all the way around. 
Atmosphere has its effect upon color. Colors as 
y recede tend toward the color of the atmos- 
ere. On a "blue day' they got cooler. On a grey 
\y they become greyer. On a misty day they 
become tempered and finally lost in the atmos- 
phere. Color on a cloudy day is much different 
than on a sunny day But whatever the condition, 
nature lends some of its atmosphere to all the 
colors and they thus become related. We will dis- 
cuss later how you can take one color or influence 
and mix it tlirough all your colors. 

We come to another truth. The local color 
sheuld never completely lose its identity in the 
Mow. For instance, a yellow cube cannot have 



THE LIGHT 

FAL/E COLOR 




THir ir neither a 

PINK NORA REPCUBE 

ONLY AT*4AN/PARENT 
l^litERLAL COUJ.P H^VE 
COLOR LIKE THI/ f PLAJTiC, 
G[_A/J\ GELATINE, ETC. 
A/A /OLID /UB/rANCF 
T*iL COLOR J/FAL/E, 




THir I/AP1NKCUBE 

COLOR CAM MOT BC PURER 

Oft /TRowcen intmejhao- 

OW UN 1.E .T/ A J" 1 1*11 J- AR COL- 
OR HAT SEEM REFLECTED 
JNTO 1>iAT uTHADOW^CAUJINiC 
ADDITIONAL BRILLIANCY*. 




TWn/ AMD CUBE. 

THlfAHDtHe. PINK CUBE 
LGAVCf NO PQUBT A/ ro 
THE COLOHOF TfHCfokfO. 



should never completely lose its identity in the 
siwdow. For instance, a yellow cube cannot have 



lie^e no pqu&t a / ro 
THE <olohof Tnejau&, 
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SHOWJNG HOW BRILLIANCY MAY BE ADDED 
BY 3NTEN/IFYJNG THE COLOR ON THE EDGE 
OF THE. LIGHT AREA NEXT TO THE XHADOW, 
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COLOR IS MORE THAN LOCAL COLOR 

a shadow ivfthout some yellow in it. On the other 
hand, a pink cube cannot have a red shadow 
since the local color must be consistent in eith 
light or shadow. No color in shadow can hm 
brighter color intensity than tint mine col Of would 
have in the light. We cannot change the ideality 
of the local color. 

In our chart you also find a black-and-white 
scale, If hi your black-and-white copy the area 
yon intend to paint is of a certain value, then ih 
color should be matched somewhere close to tlnit 
value, or yon will upset the natural sequence of 
values which the light gave to the units in your 
copy. The color in that instance may be of your 
choice bul (he value is more or less fixed to be in 
scale with the rest of your picture, and should 1) 
so considered. The intensity relationship of liglit 
and shadow should he planned as carefully in 
color subjects as you would in black- and- whita 
renderings. Color can be made to fall into "pat- 
tern." A certain value can be repeated with greaS 
variety, holding the value but changing the color. 

If the color in the shadow cannot exceed in 
brilliance the local color as sc:t;ii in the light, then 
it follows thai the purest and most intense colon 
belong to the light. Note the black line in 
chart, dividing the color range into light a 
shadow. So the axiom, all colors in their greatest 
intensity or tints of the pure color should he rek> 
gated to the lights and halftones. When reaching 
the shadow these colors are reduced or greyed, or 
the color changed bij influence of other color 
reflecting into the shadow. 

It is not necessarily true that the color in tl 
brightest light is always the strongest color^ Light 
being white, can dilute color, just as can the white 
on your palette. In order to reach the high value 
we may be forced to lighten the color. Yet on 
next planes, which are the halftone planes, &M 
may be more intense, being still in light. So then, 
the halftones matj contain the most brilliant and 
pure color. Color can greatly lose its local color in 
highlights, which become the white or color of the 
light source. Working directly into or against the 




/MOWING HOW DfFf ERENT WHEN The HALFTONE 
LfmOE BRIGHTER COLOR RATHER THAN BY 
/IMPLY MiXlNQ THECQLOI? iNiHE LIGHT 
WITH THE COLOR IKTHF /HADOW TO MA.KE 
THE HALFTONE. WE CAN MOT* JUTT RU&* 
THE UCHTAND/HADGW TOGETHER AMD 
PRODUCE ANYTHING &L>T DULLCOUQR. 
BUT SOMEHOW MO/T OF UJ" /TILL DO IT, 




PROVING THE TAME COLOR APPEAR; TO 
BE BRIGHTER AGAIUJT a"gR.EYEo'cOLOR. . 
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BE BRIGHTER AGAIUJT A GREYED COLOR.. 
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LOOK FOR COLOR ON THE EDGE OF THE LIGHT 

ligh|furces us to put our most brilliant color in 
the shadow; since the lights are so diluted with 
light, the shadows are Our only chance. But even 
heSlwe arc work tag in reflected light against the 




nt light, and much color is apparent, 
not as bright as it would be with the light 
dus. 
is one of the best ways in the world to 
brilliancy of color: Keep your color most 
|ns# on the edges of the lighted areas, where 
ges into shadow. This seems to cast an aura 
Additional color over the whole lighted area. 
Just taking a local color of the light and rubbing 
pp> a darker color of the shadow (which most 
do, most of the time) produces no brilliancy , 
apt to be just color in the light, then mud, 
reduced color in the shadow. This is one of 
known and least practiced truths, 
we come to a surprising fact. Most of the 
color of nature, we find* is not pare color, 
from brilliant flowers, and even there to 
l e extent, we find that a color is tempered with 
color, is greyed or influenced in some way 
tit is not an even flat color throughout. That 
our purest color for edges, accents, and 
manipulation to enhance the softer greyer 
of nature. For this reason, toe cannot paint 
re from a tube or a pot We must relate our 
by intermixture, subordinate or intensify 
it is most effective, In fact, we cannot sim~ 
r copy in color. We must, to a large extent, cre- 
lor through the truths nature gives us. An 
n& of color is much more true and effective if it 
iocoqiorates some of its next-door neighbor For 
Banee, rather than a flat blue, some of the blue 
green and blue violet next door can be associated . 
Instead of a flat yellow, some yellow orange and 
yellow green can invade thy flat color. This is an- 
bit of painting knowledge that can enliven 
work, Since nature is largely grey, don't be 
afraid of natures greys. Brightness is relative. A 
oolor will be brighter against a greyed color than 
it will against another bright one. Fine artists say 
that [he greys wake the picture, meaning that 
Hie gruys are the necessary foil for the bright 
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colors to look bright against Grey colors are 
"tonal colors." 

I have stated that the pure colors and pure tints 
are to be a part of the light. That is true, but it 
does not mean that aD color in the light is pure 
color, since not all local color Is pure color. All 
our tints of the pure colors can be greyed, which 
increases our range of color to the skies, meaning 
that there can be thousands of variations. For 
instance, we have a pure pink. But we may also 
convert it to a grey pink, a dusty pink, an orange 
pink, a lavender pink, a brown pink, and so on, 
and each may be made to run the scale from light 
to darkness. A dusty pink dress may have to be 
rendered all the way from bright light to deep 
shadow and still look like a dusty pink dress all 
the way through. This can be done only by correct 
values and a careful adjustment of the color evi- 
dent in the light, this being carried into the shad- 
ow and at the same time being lowered in tone by 
greys Or neutralization. 

Since pigment is already limited in brilliancy 
compared with transparent or projected color, 
tones that are grey in the light offer the biggest 
problem. There is only one remedy used by most 
good painters to keep their canvases from getting 
unwholesome k grey, and that is, if the color in the 
light is grey or greyed, then the color toward 
which the grey leans may he intensified in the 
halftones and also m the shadow* This amounts to 
making the shadow slightly warmer 01 cooler than 
the color in the light. For instance, we may have a 
grey white tone in the light. The shadow, then, in- 
stead of being a mere black-and-white grey, will 
take on mora color than the light, being wanner or 
cooler. Thus the shadow on white might lean to- 
ward the warmer tones of green, yellowish or 
orange grey, or leau the other way to the blues 
and lavenders, according to the quality of the 
light and environment. A war in grey can thus be 
painted somewhat cooler in the shadow, or a cool 
grey slightly warmer. This phenomenon seems to 
oxist in nature, possibly due to reflected color 
whieh is not always obvious. At any rate, it adds 
life to painting. 
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THE LIMITATION OF COLOR IN PIGMENT 



Let us understand that, after all, color is the 
most lenient and unformL.il a ted of all the funda- 
mentals. You have greater liberty here for your 
individual feeling than in other departments of 
your craft Good color cannot be achieved with- 
out intelligent approach; at the same time, good 
color,, so tong as all other things are well, such as 
drawing and tonal values, may be achieved and 
still be wholly apart from literal fact. Indeed, if 
the value is right, it may almost be stated that 
the color will not look bad. It is values <uid tonal 
relatiortsh ips that spoil more color than anything 
else. Color is just as oertafnly correlative of tone 
as tone is of line; all three are one and a part of 
one another All the visual effects of nature are 
seen as color or as greys that can be produced by 
color. Black and white is mans invention, and 
simply represents the color's value without the 
color. Seeing without color is either lack of per- 
ception or actually defective vision* 

Since light has a greater range of brightness 
and darkness than pigment, then color also has 
greater brilliance in life than tee can reach in pig- 
ment. Therefore we must work within the value 
limitations of pigment, or between white, color, 
and black. There is nothing else we can do about 
it But the limitations are not as bad as they seem, 
Once we understand what it is all about. No color 
can be made brighter than its fall strength. It can 
only be made lighter or darker, or less intense by 
mixture. It can be made to vary in hue by adding 
Other colors*, warmer or cooler, but nothing yet 
known can make it brighter than white paint or 
paper unless by actual additional light thrown 
upon it Purity of pigment is not the whole objec- 
tive of die painter; tone and harmony come first. 
Vitality in painting comes from value relation- 
ships, not the untouched rawness of pigment. 
Contrast between strong colors cannot be the 
whole aim, for contrast is greatest when the strong 
is pi l ted against the wealc. 

Itis natural to assume that the picture contain- 
ing the largest number of colors will be the bright- 
est picture. Unfortunately, color does not work 
out that way. The reason is that all colors com- 



bine to produce white in light. In pigment th 
produce grey or brown. So colors tend to neutr 
he and dull one another unless considered ( I } 
value, (2) by related harmony, (3) by color con 
trast Pictures built on a few basic values, a tigh 
one or two middle values, and a dark, seldom 
dead, In the second instance, pictures built 
color sequence can hardly go dead. When color 
thus related it cannot neutralize itself. In the third 
instance, the picture remains basically alive by, 
reason of complementary color* A color cannot be 
dead against its complement. (See Pages 161-1(36 
for fuller discussion of related color and comple- 
mentary color* ) 

It is when a painting becomes a hodgepodge of 
values, colors indiscriminately placed against otic 
another, all vying with one another for attention, 
that the> whole brilliancy is cut down. You may 
be sure that one primary plus its neighbors, 
opposed by its complement, will never go dead 
These, supported by greyed colors, with a 
and white introduced, will always be brill km 
is a safe nde not to have all three primaries in 
pure state in any one picture. Tone one or 
them with some of the other* Grey one by addi 
a little of its complement ( a mixture of the ot§ 
two). Do something so that you do not ha 
large mass of each fighting with the others. Tl9 
do fight, because none of the primaries m th 
original state have any ingredients in common 
We create harmony. Until we produce a pleas, 
mixture, the primaries in themselves have 
harmony. 

Color may be related by painting into an 
over undertone. In the four examples sho 
yellow, a grey blue, a red orange, and a 
undertone were used. This principle applies 
to mediums that are wetj so that as we add 
overlaying colors some of the undertone 
mixed into them, This produces an "influence 1 
all the colors, drawing them into relationship 
harmony. It is an excellent plan for making 
thumbnails and small color sketches, and a 
and beautiful way of producing harmony. Aim 
any color may be painted into the tone, so Ion 
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RELATING COLOR BY TONAL INFLUENCE 




COkOft PAINTED LNTOAWETYELlOW UNDERTONE 




takes up some of the undertone. Other good 

fectsarc obtainable with dry undertone if some 

the undertone is allowed to show through. 

When we speak of color as "related" we mean 

it it actually contains some of the pigment of the 

lor or colors it is put with. This is like a blood 

ekticmship among humans. Green is like the son 

f yellow and blue, being a half mixture of each. 

iWue green is like a child that has taken the pre- 
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COLOfi PALNTEtMHTOi WET CTftEE* UNDERTONE 

dominant ehitracleristies of one parent; yellow 
green is more like the other. When a group of col- 
ors all contain some of one particular color or "in- 
fluence/' then it is like a group of more distant 
relatives. The spectrum is like a Family with tlirce 
parent.?. Yellow as the father would have the 
orange children from the red wife, and the green 
children from the blue wife. Rather complicated, 
but so is color. 
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blue green is like a. child that has taken the pre- but so is color, 
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TONNG THE SPECTRUM OR PALETTE 




PLU/ 



K E U 









1 

i ■ 



PUUJ" BLUE 




PLLJ/ GRliFH 



Here is another way to relate all the colors of 
your palette. Choose one color of the spectrum. 
Mix some of it into every other color. You can 
make a very delicate mixture, or up to about one- 
third. The more yon add, the more you are cutting 
down the brilliancy of all the colors which nor- 
mally contain none of the color you are adding. 
But your color will all retain its "identity/* though 
brought into closer harmony. The above are about 
the limit of mixture. Note in each group one color 



PLUJ' YELLOW 




PLUi" VI 



stays pure, and so will the colors which coats 
the toning color. The opposite colors change, 
have painted four heads in four schemes to st 
that it is possible to paint flesh in any influent 
Stick to your scheme when you start it. When 
all done, you may add a touch or two of pure 
outside the scheme if you are so tempted. Bi 
more often you will like it better as it was. Vc 
beautiful color may be arrived at in this raj 
My examples are only a hint of its possibility 
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FOUR SUBJECTS IN "TONED COLOR" 




RED "TON Eft 

ORANGE 






S 
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DQNT BE AFRAID OF THE GREYS OF NATURE 













BLUE GREEN, YELLOW, AND COOL RED AS A SCHEME 
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PAINTED WITH YELLOW AS A "TONER" 
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COLOR CONSIDERED AS "TONE" IN ITS NATURAL RELATIONSHIP 
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COLOR, ITS FUNCTION AND CHARM 



Color is very much like a bank account. If you 
dip into it too much soon you have none. To the 
layman color seems quite limited, just the six pure 
colors of the spectrum. He is therefore tempted to 
get all six into his subject to get what he thinks 
of as "full co!or, w He 1 hints in terms of so many 
pans or tubes of color, using this one for this and 
that one for that. If he runs out of colors then he 
goes and buys some more tubes containing some- 
thing still different, like a tube of magenta, 
maroon, or brown pink. Color is anything but 
that. I shall try to point out that color works out 
in just the opposite manner. 

The most colorful and beautiful paintings often 
come from the restriction of color, rather than the 
profuse application of it. Let us understand that 
the color in the spectrum is really white light 
broken down into its elements. Things have color 
only because certain surfaces have the power of 
absorbing some of the elements, and reflecting 
back the others. Were there no color in light, 
there could be no color in anything. True enough, 
we can buy colors; but these are pigments, which 
have in themselves such power of absorption or 
reflection. Take away all light and they are color- 
less and, so far as we are concerned, could all be 
50 much black, 

So to produce good color we go to the funda- 
mental laws of color, that each of the primaries is 
an element of Eight itself. Since we cannot see 
color beyond the spectrum with the naked eye, 
such as infra red, or ultra violet, color is limited 
to the three elements that we can see. In pigment, 
since it is not actually light, but matter, the inter- 
mixture of red, yellow, and blue cannot produce 
white, as does light, and so produces sediment. 
The colors being neutralized by one another, the 
result is darkness, either in greys, brown, or black. 
The tendency then of pigmentary color m mixing 
is to reduce in intensity the three primaries. The 
secondary mixtures of green violet and orange 
are not quite as strong and bright as the red, yel- 
low, and blue of the primaries. The third mixture, 
called the tertiaries, becomes even less intense. 
Now begin to add one color containing two pri- 




maries to anything containing the third 
and the tendency will be toward even 
hancy, reaching toward the greys or 
rather than making the color appear any 
So in the primaries we really have all 
Hancy there is in pigment* Assuming that we start 
with the brightest possible red, yellow, am blu^ 
and go from the intermixture of any two o|pe$e 
around the circle, we lay out the full gamut of 
so-called pure color, with all the brilliancy at our 
disposal. 

Instead of thinking of color as being limited ■ 
the six colors of the spectrum, llunk of these as 
the beads of six great families, like sue pioneer set 
tiers who are the foundation of the whole $®uk- 
tion to follow. Some of the strains stay pure, as kti 
example all colors which have the influence I 
yellow evident » or blue, or any of the sfr.xOtW 
become so interrelated that the color beco^ies aJ-i 
most nameless as color, and. so other names arc 
tacked on for identification, either telling what* 
they are made of or suggesting something B 
look like, Into this group fall yellow ochre, the 
umbers, burnt sienna, cobalt^ manganese, or mtua 
lean blue, rose madder, crimson lake, alizarin 
crimson, vermilion, Venetian and Indian red,; 
gamboge, Mars yellow, and others. These are pig*; 
ments which vary from the original primaries of 
the spectrum. Then we have such names as 
chartreuse, beige, sage, maroon, cerise, lav| 
lemon, and others, which are mixtures wbtf 
be approximated in the mixtures of the primaries. 
This great array of names is simply confusing and 
does not belong in the basic theory of color^ 
as far as we as artists are concerned is simply 
yellow, blue, black, and white* We can s 
subject with any red, any yellow, or any U 
our choice, with good and interesting 
However, if we are working for reproduction it is 
logical that we start with primaries as 
possible to those the printer works with. X 
cure uniform results these have had to be 
ardized, and so are known as standard prhn 
They are as given in our standard color 
on page 14S, and will act as a guide for you 
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COLOR 

J<to not mean that you cannot use color in any 
you wish, or out of any tube with any name 
Eft. I oiijjjr wish to point out that the engraver 
ft give you only colors that are the result of the 
intermixture of the colors he must work with. If 
sm cranMt mix a color that you are using oat of 
\o\it three primaries* you can be certain lie can- 
iK Either. 

fWhen the color of any picture comes from a 
Pfc source of ft few primaries, it automatically 
KtoMishes harmony and a basic relationship of 
one to another. It can't helpit, because all canton 
I same elements or ingredients, and rektion- 
m in color is no different than in a human f am- 
Kgraife and characteristics of the orignal 

Bfe carried into the offspring, 
used the word "few" above because we can 
uic a little more latitude, if need be, than only 
Brad, o>e yellow, and one bine. While I fully 
incfxse that procedure, because of the fact that 
(hero is no actual mixture of the ink except in 
mil hi fe dots lying in close proximity to one anoth- 
|or overlapping one another, the printer js color 
ipol quite as neutralized by mixture as our 
B Therefore we may use two ot each pri- 
■ a warm and cool of each. This means one 
caul ii [reach way around the circle. Therefore we 
yhave a yellow leaning toward the orange as 
t aid i nium yellow, and one toward the green as 
a cadmium lemon. For the blue we can use a Co- 
pt or cerulean or even a little viridian mixed 
wttik blue for the warm blue leaning toward the 
e other blue leaning toward the violet 
g> an ultramarine blue. The warm red 
cadmium red or vermilion and the cool 
H an alizarin crimson. Now, using the double 
K of primaries with black and white, almost any 
Hh, mfet or tint under the sun can be approxi- 
PtecL These can run into thousands of variations 
Ed mate it unnecessary for the artist even to 
fcry about anything else. Sonne of the brilliancy 
maybe lost in reproduction, but it's better to give 
I engraver brilliancy plus, than brilliancy 
minus, He may swear at you a little, but he would 
is madder if you gave him a dull painting and 
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expected him to pep it up. The only way he can 
pep up your picture is to subtract neutralizing 
color. 

One things I want to stress is that you cannot 
make a subject colorful by using all pure color, 
that is, all primary and secondary color. Color is 
a plus and minus proposition. We need groyne-as 
and softness as a foil for the brilliant areas. Every 

part of the picture should be apart of a whole con- 
ception^ with the purest and brightest concen- 
trated where it will do most good Mote in the 
frontispiece of the book that the bright color has 
been concentrated about the ghTs head, and the 
other color is softer and more muted by intermix- 
ture. To keep forcing an* the areas toward the six 
spectrum colors sets up competition which En the 
end is vying for attention and results in less hril- 
liancy for any one area. Then there is no way to 
gain any more color. The color can be set down 
stronger as color, but often less beautiful. Nature 
is seldom one flat bright pure color anywhere. In 
Nature, colors are made up of variety all through, 
which means warm and cool variations, or colors 
broken or blended together* The sky is not one 
blue, the ground not one green or brown or grey. - 
The foliage in the distance is quite different in 
color than that close by. Tlie charm of color lies 
in warm and coo] variation* in the greyed Or 
muted color along with the pure and brilliant. IF 
you can put three reds together they are more 
beautiful than one red, and this is possible by let- 
ting the red lean to the warm and cool within the 
same area. It is the same with every color in (lie 
universe. Note how the color varies in - A flower,, 
and how the color is carried into the foliage and 
stem. Note the great varieties of greens we have 
in the same subject outdoors. This does not mean 
a great array of tubes of color: simply intermix- 
ture of what we started with, toward the warm 
and cool, I have tried to play warm with cool 
color in the frontispiece of Part Three of this book. 
This is difficult to make clear to the student and 
oftentimes to a client. Brilliance reaches a point 
of saturation beyond which there is no more, We 
can say that sugar is at its maximum of sweetness 
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COLOR 



in its raw state. In the same way, color is at its 
maximum of brightness; in if* raw state. Too much 
raw sugar is sickening, it must be balanced with 
something trlsc. And so is color. We can bear raw 
bright color only so long, As, with edges, charm 
lies in the softness contra sled with the sharp, so in 
color it is the bright contrasted with the softer and 
greyer colors. The greyed and more subtle color 
will be associated with good teste, just as it is in 
other uses, with now and then a splurge of color 
to relieve the monotony. 

COLOR CONTRAST 

For those who do not understand the meaning 
of pigmentary complementary color, let me point 
out thai the primary complement of a color is that 
color which is farthest removed from it by mix- 
ture, or containing none of the or igi n al color* Thus 
the complement of a primary would be a mixture 
of the other two, They ]ine up as follows: 



PRTMARY 

Eed 

Yd low 
Blue 



COMPLEMENT 



Green (yellow plus blue) 
Violet (red plus blue) 
Orange (red plus yellow) 



The secondary complements are those con- 
taining a like strain but farthest removed by mix- 
ture. They line up: 



SECONDARY 

Yellow Green 
Blue Green 
Blue Violet 



COMPLEMENT 



Red Viobt (both contain blue) 
Red Orange (both contain yellow) 

Yellow Orange (both contain red) 



The secondary complements are even more 
beautiful because they are related, and not quite 
at the extreme of color contrast. 

COLOR KABMONY OR RELATED COLOR 

Since we know that we can relate any two col- 
ors by mixing some of one with the other, the col- 
ors of (be spectrum fall into three groups in which 
each is related to the other because each contains 
some of the same primary, Thus all colors con- 
taining yellow are related by the yellow* The 



same is true then of each of the other two prj 
ries + In their purest state the related grou: 
given below- But the colors may be greyed 
more, and as long as they contain a common j 
gradient they will be related. So the groups a 
as follows: 

THE YELLOW CROUP 

Yellow (the strain) The same effect 



Yellow Orange 
Bed Orange 
Yellow Green 
Green 
Blue Green 
Plus any greyed color 
containing same yellow 




duced by painting w\& 
yellow ( wet J unden^i 
or by miring scofig 
low into every other 
or of your palett&J 



This produces a picture in a yellowish key i 
pervaded by a yellow light. 
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THE KB) CROUP 

Bed undertone orS 
influence. 



Red (the strain) 
Bed Orange 
Orange 

Yellow Orange 
Red Violet 
Violet 
Blue Violet 
Plus any greyed color 
containing some red 



THE SLUE GROUP 

Blue (the strain} Blue undertone o$ 

Blue Green influence 

Green 

Yellow Green 
Blue Violet 
Violet 
Red Violet 
Plus any greyed color 
containing some blue J 

The above as applied to painting inear 
"color key" for a picture. So you can paint 
yellow, red, or blue key with a wide variety of j 
feet. Or for other subjects you can go a s|p : 
ther and key Or influence all your colors with 
single color. For example, blue green iri^hti 
the dominant strain or influence throughout : 



some of the same primary, Thus all colors con- single color. For example, bine green might 1 
milling yellow are related by the yellow. The the dominant strain or influence throughout 



164 



THE PRIMARY COLOR GROUPS 




coLoa Ftj&iM-i-ei} into £, oft&t uNt>e.riTQHc 
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THE PRIMARY COLOR GROUPS ~ COLOR SHADES 

bject, meaning not 

en but that they arc 




the color of a moonli 
that all colors are bj 

tempered or ;rlnfluerjtted by blue green. The 
effect of ^u^re&tionship of color is extremely 
beautiful. So long as the dominant color is or can 
be mixed from the standard primaries, it is per- 
fectly possible to reproduce it by the standard 
four- color process. 

It follows that to produce harmony and beauty 
of relationship of color throughout your subject 
you have the choice of relating them by ( I ) ft 
common ingredient, (2) mixing into a wet under- 
tone, (3) intermixture of the color of one area 
into another, (4) painting the subject out of one 
of the groups, (5) using as a palette for your sub- 
ject any three oolors each of which will contain 
some of one of the three different primaries. Thus 
the three primaries may not need to be pure. You 
can talce almost any combination you choose, if 
one contains yellow, another blue, and the third 
red, in either pure or adulterated state- This re- 
sults in what is known as ""Triads," Triads are real- 
ly a means of removing color from its pure raw 
state- Thus a combination of yellow orange for 
one, blue green instead of blue For number two, 
and red violet instead of red, would be a "triad/' 
You can make a triad of secondary or tertiary col- 
ors, you can use one primary with two secondary, 
or practically any combination you choose, so 
long as they come from mixtures with tie three 
primaries. If you chose three colors all too close 
together in the spectrum wheel, such as blue, 
green blue h and blue violet, you would be so limit- 
ed as to not have any complementary contrast, 
and though the result might still be beautiful 
through close relationship, it would appear * all 
to the blue" and the color range would be very 
short. It would be a beautiful combination in a 
fabric but scarcely enough range for a picture. 
Thfe will Indicate the very great variety of ap- 
proach there can be to color. 

What is meant by color shades is of vast impor- 
tance and should be clarified here. The shade of 
a color is the result of the proportion of its ingre- 
dient colors, or a color plus. For instance, yellow 



green and blue green are shades of green, 
shade varying only because the proportion; 
yellow to blue is different, since both shades 
tain the same ingredients. But there are mar 
m or e shades of green, meaning l h at red en ters 
mixture. We may have olive green, grey gre 
brown greens, sea green— going on almost inde 
nitcly. These are all composed of (he same 
friends, yellow and blue, with various proporti 
of redj black, and white. It is obvious that all I 
meuts of a given color do not match— we have 
great variety and assortment of them, but th 
cannot be inserted harmoniously into a subf 
that did not start with them in the original pafet 
or the three chosen primaries of the picture. 
this clear: There are three primaries of the s 
trum, but you chose your own three primaries f( 
your picture and paint the whole thing with tfi 
and those three primaries are the parents tq 
your color. They are not to be confused with 
spectrum primaries, since they may contain a 
ingredients of the primaries. They are called 
maries only because they are the primary 1 
to all further mixture. If you will understand 
you will never have to worry about relating £ 
One thing to remember is that pure color 
brightened only by light itself, not white pah 
that is why color belongs to the 1 fght. Since -ftp 
intensify in proportion to the light taken 
it, we must cut down its brilliancy when we afl 
painting it in shadow, or it will he false rF yop 
picture is bad in color by using a three-color^ 
it is not the fault of the color, but of values ft 
relationships of the color to light or shadow I 
to reflected light and color. 

We must distinguish "local" color as color in- j 
influenced, If we throw an orange light on gn 1 1 
or wish to make the green appear in our djH 
as if it were in an orange light, we must ch:i:*e 
the local color to what it appears byac\-!i? 
orange- This is where color adheres to the H 
Principle, being color in the "aspect of tlu- :ut> 
ment* and influenced by its environment, Sli.-n'J 
the light be cool, we would naturally add blneio 
the color. 
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COLOR SELECTION AND BACKGROUND 





The color of your picture should be chosen after 
carenu deliberation as to the nature of your sub- 
ject. If it must reach out and catch the eye with 
flrongcolor, especially in competition with oilier 
cotophen it should begin with the primaries or 
color in its pure state- Purity and strength stay in 
the color longest when it contains fewest ele- 
flenfii Therefore, when two colors contain the 
same elements lite blue, blue green, green, and 
blue violet, all of which contain blue* they may be 
MLxttjtwithout much loss of brilliancy. But when 
red or o] -ange starts mixing into them they tend to 
become neutralized, and with enough of the com- 
plementary red or orange, finally turn to browns, 
M colors 10} ten mixed with their complements 
become brown or grey in proportion to the amount 
complementary added. All equal mixtures 
of complements end up as the same brown token 
from the same palette, for we are arriving 
equal mixture of the same yellow, red, and 
0, hi adding yellow to purple, you make the 
total mixture red plus blue plus yellow; and you 
Me doing the same thing when you add red to 
gteen, for the sum total is then yellow plus blue 
plus red, which adds up to the same thmgand the 
lor. Therefore all your variety of color lies 
= fc unequal mixtures of the pure or plus block or 
white; and vAth such undemanding color be- 
comes unlimited, with the possibility of hundreds 
of variations. 

Hejce enters the important element of sim- 
plicity. We found with tone that a few simple 
iraffis male the best picture; it turns out that 
>' compacts the same way, for color and tone are 
dosejry allied, This is the main reason for a simple 
paletje. How simple it can be has been shown us 
ty die great Velasquez, and Zorn, Sargent, and 
others. Zorn used a vermilion, a blue black, and 
ayello w ch re for many of his pictures with amaz- 
ing brilliancy, this means one pure and two 
greyed colors. The brilliancy lies in the relation- 
ship of value and tone as much as in color. We do 
wt paint bright by the number of color.*, but by 
the massea and value?. 
Consider your subject and its purpose. To catch 






the eye it will need startling contrast of color, 
which really means a play of complements. As a 
general rule posters, covers, and window dis- 
plays can bo built upon the principle of a primary 
against its complement, or using the secondary 
complcmentarics. But again the subject has to- do 
with the choice of color. Some subjects that are 
bright and happy naturally call for bright color, 
A picture of an inmate of a concentration camp 
would hardly be painted with bright snappy color. 
By understanding the mixture of color we can ap- 
proach its function. We can make color enter a 
keyi a mood t or reflect the spu-it of the task. Know- 
ing rda t i onship > you wil I not paint a bright yellow 
mooninpure blue skies. Pure or bright color blar- 
ing out falsely in relationship does not increase 
the effectiveness of an ad, even if those who do 
not understand color believe it does. A beautiful 
relationship will always create better response. 
Beautiful relationships are none the less brilliant; 
it is simply knowing how to arrive at brilliancy. 
If your client asks you to follow a sketch that is 
raw and ugly in relationship, make him a thumb- 
nail of a related scheme where one area partakes 
of another, with a single area left pure, and let 
him see it. The difference should convince him, 

Besides color itself, every color has a value. 
Naturally colors close in value will tend to merge, 
like a red on a green of about the same value. The 
yellows are in the high values, also tints of 'the 
other two, but the purples, reds, browns, and dark 
blues all hover about the same low values. So, if 
contrast is needed, first see that there is contrast 
in value, and then contrast in color will be easily 
reached. Backgrounds affording contrast to ma- 
terial in front of them must be selected this way. 
If the contrast of value is there, the color contrast 
need not be greatly separated Therefore a line of 
dark green lettering might be fine on a creamy or 
tan background. Most wide expanses of color 
should be toned down with complement or grey, 
to give other color a chance. "The larger the area, 
the softer the color'* is a good axiom. Avoid pri- 
mary colors for backgrounds Keep your bright 
colors on youj units of interest. 
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WHAT TO DO WHEN YOUR PICTURE IS DEAD IN COLOR 



It is important to stress here the fact that color 
in a miniature sketch may be quite arresting and 
pi* losing because it is small. In fact, the smaller 
tLe area, the brighter the color that can be used. 
But you may find that in the final work when the - 
sketch has been greatly enlarged , the color begins 
to get a bit raw, The reason is that the color cones 
in the retina of the eye are limited, We have only 
so many of each that register the different color 
vibrations. The eye when taking in a large area 
of pure color quickly tires, and to defend the color 
nerves the opposite color sensation is set up. Stare 
at a bright red spot for a minute and then look at 
a white sheet. A bright green spot will develop* 
If you stare at a blue Spot^ the image will be yel- 
low or orange. In each case it will be the comple- 
mentary of the color, or the color which would 
tone down or neutralize the original color which 
is tiring those nerves* So the longer we look at a 
bright color the duller it seems to get. We can 
learn from this that if we provide rest for the 
nerves in associating balancing colors within the 
same picture, all the colors will stay bright longer. 
We therefore can associate a bright area with 
greyed or muted color, or else complementary 
color to obtain and hold hriltiancy. 

When your picture is dead or unpleasant, the 
fault is usually too much raw unrelated color, 
lather than not enough. It does not help to try to 
pile still brighter or different raw colors into the 
thing* A battery of primary and secondary colors 
all vying with one another can completely vitiate 
the whole color effect, Following are some reme- 
dies for bad color* 

Try greying all but two colors or mixing a single 
color into all but one or two of the others, and see 
what happens* Also look at your subject on the 
basis of a simpler tone plan, arranging it into a 
pattern of light, middle tone* and dark* If this 
cannot be done, your subject may be too broken 
up in masses, which is just as important to color as 
to tone. Try reducing your whole color scheme to 
three or four basic colors from which you will mix 
all the rest. Take very bright and raw color out of 
your shadows. Get your brightest colors into the 




areas in the light, See that all three primari 
not appear in their raw state within the same pic- 
ture. If they are there, that is most of your trouble 
Tone two of them with the third one. 

Sometimes introducing a neutral grey, a H 
or white, or any or all of them into a subject o 
wise full of color will snap it up, both from a 
standpoint and by providing suitable contrast fori 
the brilliancy elsewhere. This means that you wC; 
have to sacrifice color in one place for the sake oh 
more brilliancy elsewhere. 

If the subject persistently refuses to come 
around, it means that the values are somewl 
"out," or that something could not be in 
value relationship under the existing conditions 
It means that the overall relationship of If 
shadow is bad somewhere, Remember t a -eolwi 
cannot be right wntvL the value is right, 
member, color cannot be purer and stronger to 
the shadow than the same color appears to 
the light. Pictures cannot hold up if the lights] 
cool and the shadows warm on one thing, ^vith 
reverse of warm lights and cool shadows 
other within the same subject, unless by 
reason of reflected light and color. You can t have 
a hot shadow on a lace that should lie lighted by 
the blue of the sky, nor cool under planes that. 
should be lighted by the warm reflection of 
tit ground, Think always of the possibility 
color of one area shining into and mfhien 
another. 

Overstatement of modeling or of values that] 
are in the light will naturally also lower the 
of your color and make it appear muddy. See 
the lights are kept simple in relationship to 
shadows, and of consistent intensity throu, 
See that reflected lights in the shadows are: 
overstated or too light in value, destroying 
mass effect of the shadow as opposed tri 
light- 
There are a few instances where the picture is 
at fault because all the color is too grey. The only 
remedy there is to intensify color at the ed 
wherever else possible* But a mora common 
is too much color. 
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flU the rest. Tate very bright and raw color out of wherever else possible. But a mora common faulj 
your shadows. Get your brightest colors into the is too much color. 
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THE EMOTIONAL EFFECTS OF COLOR 



If you are planning a subject that must be 
lived with far a long time, use the soft or tonal 



do!ot unless the picture is quite small, A lar*e and 
wiy hnght picture, after the newness is gone, 
lends to get on one's nerves. Pictures for repro^ 
ductfan in advertising and story illustration are 
formers or Jess momentary interest and therefore 
lend themselves to brighter treatment, which is 
B*. Yet even here a quiet, soft, and restful 
Kf scheme may attract attention by deviation 
b| : the usual bright color in company with it, 
.:¥ups and pictures for the walls are usually 
|™&pleasing if held in a light high key and 
preyed in color. 

| Psychologists ten us that different colors do 
pally affect us emotionally. Some can please 
Mile others irritate, we being almost atlergfe 
[mentally awl physically to some. Reds and yel- 
Ns ^cm to excite. Greens, blues, and greys, or 
"fivers and purples, are more soothing and 
m Perhaps the quiet and restful colors of 
E|? nave a lot to do with resting our frayed 
H by a vacation to the country. Combining 
citing colors with exciting line (See Part One ) , 
i restful colors with restful line, becomes per- 
ect coordination of line and color. Nature 
tfses tonal greyed colors for the permanent 
ngs with greys, browns, tarn, greens. Her bright 
oior is fleeting. It is reserved for flowers, skies, 
uttsets; insects, the glory of autumn, fruits, and 
ftthers-things which wHl not be with us long, 
lereia great truth for art. 
LetJus then think of color as having emotion, 
tat lively color into a lively subject, a red on the 
I on sfciM. If it is to be two lovers in the moon- 
it, let the color run to Hues, greens, pinks, and 
K3f peace and quiet, let the color run to 
B Imagine Whistler's "Mother" painted in 
jght red or yellow! Stop and think how color 
■jrts you. Think of the dark greens, blue blacks > 
l pfl of a cloudy day at mid-ocean. Think of 
fresh greens of spring and the pink of fruit 
W* aftcr a ^g cold winter. Think of the 
j color of ripe wheat, the full gjoiy of the 
— after a rain, Think of the red glow of 
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hot metal and the bright yellow of a log fire. Cold 
is blue and grey and violet like the shadows on 
white snow. Then fhink whether color really af- 
fects you or not. 

Subjects generally cannot he painted all to one 
side of the spectrum. We need some warmth 
to balance the cool, and vice versa. While either 
might predominate, we find that one is enhanced 
by the other. The play of warm against cool, then, 
in color is thesource of great charm. Tins does not 
mean hot against cold or the extremes of comple- 
mentaries, but something varying the shade of a 
color as it covers an area or comes next to another 
area. For example, an otherwise flat yellow might 
have a play of delicate pinks, greens, pale orange 
tints, and even blues and Javendera, introduced 
into it to give it great charm. This does not mean 
that you put colored spots all over another color. 
The value of the original tone must be closely 
matched and the color handled with subtlety. Too 
much of the complementary color will tend to 
mute the undercolor. If overdone, the purity of 
color will go and turn to brown or mud. You can 
play like colors together with wonderful effects 
such as warm greens with cool grans, warm reds 
with cool reds, and so on. Keep your colors neigh- 
borly, or living close to one another in the spec- 
trum, and they will not vitiate one another, That 
fa one reason the color wheel looks so fresh and 
bright, because the transition from one color to 
another is gradual. 

Speaking of transition, there is what is known 
fts transitional color. That is obtained by placing 
colors that normally fall between two colors in the 
wheel at the edges between these two color areas 
Suppose we have then an area of red and one of 
rather bright yellow in the same picture and 
touching each other. Then the edge of the red 
would be painted an orange as it touches the 
Hk»w. Thus the transition is made from one to 
the other with great beauty instead of harshness. 
Color offers the grcaEc , t opportunity for Ae 
creative part of you and for the expression of your 
individual feelings. There is no law to say. what 
youmustdo.Iamsuggestingwhatyoucando. 
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OUTDOOR AND INDOOR COLOR 



Outdoor color varies from indoor color main- 
ly in the basic approach. In outdoor sunlight the 
light is warm, especially toward the end of the 
day. The blue sky reflecting into the shadows 
causes them to be genera] ly cooler than the lights. 
So for outdoors the effect for the most part is 
warm lights and cool shadows. Now* indoors, by 
studio skylight* which usually is turned to the 
north as the most even and constant or unchang- 
ing light, just the opposite is true. The room being 
lighted by the cool blue of the sky, the tights are 
coo] and by contrast the shadows appear warm. 
Hiere should be no hard and fast rules, however, 
in either case* since in certain instances white and 
dazzling sunlight may appear quite cool against 
shadows reflecting considerable warm light from 
the ground. Indoors, we may actually get the sun 
or reflection from other warm sources. So the only 
thing to do is to follow waim and cool color as 
you see it and feel it to be. 

We can follow the general idea that warm 
lights and cool shadows give an "outdoor effect," 
while the opposite gives one of indoors. The main 
thing is not to paint a girl on the beach m which 
painting die color appears to be indoors. Nor 
would we paint her sitting indoors with cold blue 
shadows for no good reason, If you have an out- 
door subject it will help a great deal to make a 
quick outdoor study for color. There is no better 
way to sense the difference between the two. 

To be a good illustrator, you should get this dif- 
ference of the qualities of your color into your 
work when needed. If you know that the subject 
or incident is outdoors, you can contribute a great 
deal more conviction and feeling to it if you place 
it Outside by the color you use. 

Subjects indicative of night by all means should 
be placed under artificial light to chaw or paint 
or even photograph. The effect of a close-up arb% 
ficial light is very different from daylight or sun- 
light. Night light gives a strong contrast of light 
to shadow, and this must be carried out in color, 
in the proper set-up of values. A night subject 
with airy, light, and transparent shadows is most 
unconvincing and false. Night subjects indoors 



lean to the warm keys with almost an all- 
effect of warmth. Night subjects outdoors can 
warm lights with deep blues and purples in 
shadows except where such shadows are ret 
ing warm reflected light. Lamplight and fireligli!| 
are unquestionably warm. 

There are too many instances of illustrai 
paying no attention whatever to this phase; 
color, whereby much is lost, both to them as 
ists and to the reader in his response. It must' 
remembered that color has a psychological d 
upon the reader whether he is conscious of it 
not lie has sensed for himself subconsciously I 
difference between outdoor and indoor color, I 
perhaps without ever having analyzed it. It is; 
hard to prove the truth of this difference bet 
indoor and outdoor color. One Sunday aft 
sketching outdoors will convince the artist 
outdoor color is nothing lite the color he sees im 
his studio. But if he remains ignorant of this tmf 
he can go on the rest of his life making the 
mistakes and not knowing it. 

Sunlight has a crispness. not only of light 
shadow, but of color also, in the play of warm : 
cool. The studio light is soft, with gentle mcr« 
of light and shadow, and it pays to get outdoor] 
and find out more about it. Indoor color has 
supplied in the local color of things. Yet outdoors, I 
even the grey things like an old weatherbeafl 
barn get full of color from the sun, the sky, 
reflected warmth, plus the color they have? 
their own. Rocks indoors would never look 
the same rocks outdoors in color unless it 
on a cloudy day. 

Color can be faked, but it must be understoc 
and worked with intelligently or it can quickly 
become a mess* So many artists seem to acquire 
a color formula, this for flesh and this for flesh 
shadow, and so on. Nothing could be morenff the 
track. Every subject has its own particular color 
aspect, and the only way to achieve the truth is 
to go get it from the thing itself. If we have to fata 
color from black-and-white photography, we can! 
never do it well until we have looked a lot I 
life and Nature's color. 
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HOW TO EXPERIMENT WITH COLOR 

Before starting the final work in color on any 
gecf, get the habit of setting down the general 
1 postery statement of it in a very small rough, 
^dimension need be more than three or four 
i. Flat tones are better for this than an in 



in 

|p statement. Try out some schemes which 
K&el would be related to the subject matter. 
It abetter to lay out three or four of these. In one 
m tonal color scheme, or all the colors contain 
*£ i little of one single color. Try one or two of 
E Mar groups, as an experiment. Try reducing 
■ fo colors with a little grey or Wac*, saving 
one or two areas to go in pure. You can try one of 
Jtroog intensity (See Part Two), or one more 
tyitud airy, according to the subject. Too much 
|p and detail here is lost motion. You are sim- 
ply thinking of color and general values, and it is 
| necessary to go into a lot of extra work in the 
of form and drawing, 

upyour sketches and step back several feet. 
!e which one seems to fit your problem best, 
are undecided between two, take the one 
carries best at a distance. When the effect 
pnaXL rough is good from a distance, you can 
piite certain you have the most important ele- 
it worked out. The larger one should carry 
*to if yon will hold to your masses and sim- 
tatement as much as possible, 
^ur final subject, when reproduced, is to be 
i a white page, or surrounded by white mar- 
tins should also be included in your rough 
m a rough for a story illustration, patches of 
W-gtey should be placed in approximate loca^ 
m tosirmilate the effect of blocks of text or script 
m story. With a rough for a magazine ad the 
F*» spotting of heading t^t, nameplate, and 
m dements should be suggested. Thus you 
m for a whole effect m miniature and simpli- 
fied statement. This m^y alleviate much disap- 
pointment when the finished thing appears 

B[*ed subjects, or those running to the edge of 
* W* with no margins, should be a pr W 
«d against dark tones, since the space beyond 

^eof t hem a g a2 mepagemo S toftenappears 
m. Roughs for lithograph displays also are sub- 
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ject to this kind of approach, since they are more 
often displayed against middle tone or dark than 
light. The outdoor billboard always has a white 
margin or "blanking space." 

Stating this general effect should not mean 
more than a few minutes of work per rough, Even 
if you spend a few hours in planning color, it pays 
good dividends. If every artist will sell himself to 
the point of real enthusiasm toward his subject 
by such planning, it will certainly leave its imprint 
m his work. Starting anything in the nature of 
final work with doubt or misgivings, with curi- 
osity as to how another approach might have 
worked out, or even with the thought that if 
you don't like an effect it can be subsequently 
changed, aH tends to produce worfced-ovcr and 
uninspired results. Too many of these are very 
bad for you, and you are really working against 
yourself as well as your client. 

I give you a page of preliminary color roughs 
carried a step further than the original roughs on 
the page which follows. This would be a second 
operation, or a further development of a very first 
conception. My thought was to work out some 
iittle figures undersea, and I could have enjoyed 
doing any one of them for the final. You will note 
that I did not confine myself literally to the sketch 
In fact, I wonder if the little sketch is not almost 
better than the final? You will find the charcoal 
study of the figure in Fart Two. 

There is nothing so discouraging as to have a 
subject returned to you to be "pepped up" in 
color, after you have put every bit of brightness 
you know how into it. Most of the time dull color 
comes from not having planned it. This is the real 
advantage of roughs. You know what is going to 
work out and what is not. You can change your 
roughs to your heart's content, but be decided 
when you approach your final. No one can ever 
he sure of an effect of color until he has set it down 
and looked at it, Instructions sometimes have a 
way of sounding wonderful, but looking awful 
when first tried out. If the pl atl * not „ oi 

to work out, find out early and do something 
about it. & 
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EXPERIMENTAL COLOR ROUGHS WORKED OUT 
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I A SUBJECT WORKED OUT IN COLOR FROM BLACK-AND-WHITE COPY 




WHAT IS COLOR CHARM, AND HOW CAN WE KNOW IT? 



Charm in color springs from several sources. 
Even ahead of personal taste I should put the 
working knowledge of color. First and foremost 
comes color relationship, which I believe has been 
fairly well worked out here. Now personal taste 
comes along. Taste in color seems to develop 
from extreme rawness to the more subtle gradua- 
tion of color. We start out as children loving 
bright red, yellow, and blue, the primaries, as it 
is logical to do, because these colors get attention 
among the greys of everything else. Then we be- 
gin to love the pure tints, or the primaries diluted 
with white. So a little girl begins to love pale 
pinks, yellows, blues, for her dresses mid hair 
ribbons , while the boy continues with his full- 
strength colors, Fie likes bright red in his sweat- 
ers; and blues, green, and blacks. But he also likes 
the little blond girl in her pastel shades. The sec- 
ond step in the development of color taste begins 
to include "association/* or the fitting color for its 
purpose. The boy will wear a red sweater but not 
a red suit; he now wants tweeds, tans or browns 
or dark blue. The girl begins to like plaids, stripes, 
and figured material, or something having more 
than one color. 

Certain color characteristics stay on through 
life in line with individual characteristics, A gay 
person will like gay colors, a sedate and somber 
individual will express himself in greyed or neu- 
tral color selection. But assuming that we are 
neither all gay, nor completely sedate t most of 
us find a logical place for each. 

So color charm lies in the appropriate, in rela- 
tion to its purpose and its environment. I believe 
that much of what seems inherent bad taste in 
color is really lack of workable knowledge of the 
application and association of color. 

Color that is bad is usually only "out of place" 
In simple terms, that means it is dissociated 
from and unrelated to its surroundings. The same 
color can be made beautiful through relationship 
either by changing the surroundings or by mak- 
ing a slight adjustment in the color itself, A 



color must either be a complement ( or close to it) 
to its background or contain the ingredients that 
are somewhat present in its surroundings. Any- 
thing becomes obnoxious when too completely 
dissociated from it? environment. That is simply 
the very foundation of good taste. 

Suppose a person says. "I like bright red." That 
by no means indicates bad taste. But suppose lie 
says, "I like pure red with pure yellow with pure 
blue " That would indicate a completely undevel- 
oped color sense. Any one of the three can be 
beautiful in a rose garden^ balanced bij the color 
of its environment. Standing alone, they are raw 
and completely dissociated. If the brightness of 
a color is pleasing to us it indicates it is being seen 
in appropriateness and within a proper color set- 
ting. If it seems unpleasant, the trouble lies in the 
setting, not the color. There is nothing wrong with 
bright color, we all love it. But we do not paint 
our houses with the same color we like in flowers, 
nor would we pick a suit of the same material vk 
like in a necktie. Wc like a red motor ear, but to 
abhor the same red as blood- We love a red car* 
nation, and hate red Hannel underwear. 

Learn to trust your instinctive feelings about 
color. When you do not like a color, do something 
with it until you do. Grey it, tone it, change it; 
make a tint of it, change the value* If it is pure 
and does not seem blight enough, yon can't make 
it any brighter. So grey the colors around it until 
it takes on relative brightness. 

Charm is not always brilliancy. Charm may lie 
in quiet unobtrusivencss. It may lie in variation, 
in subtle repetition, and in reserve. Charm irt color 
is like charm in a person, A loud blatant person 
is hardly charming, yet a charming person may 
have force and conviction in the right place, I 
have noticed that persons possessed of seemingly 
bad taste in other directions invariably have bad 
taste in color. One who dispels all dignity and 
convention, who interrupts in conversation, wbo 
leads a generally disorganized life, would paint 
in that kind of color. 
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SHOULD WE ELIMINATE BLACK FROM OUR PALETTE? 




I believe that the use of black on the palette 
spends on the craftsman's ability. There cannot 
J* a rule set up either for or against When your 
\m\R is reproduced, you may be sure that 
Hack plays an important part in the final result. 
DM used intelligently as a toning agent can be 
bo$C wonderful. But the misuse of ft can certainly 
pmJace a dull, lifeless effect. 
First let us understand that black th core tically 
ttents darkness and loss of brilliancy. It thcre- 
r* belongs more to shadow than to light. Rut 
ill there can be greyness in light, and used 
ieie, its; purpose is the silencing of over ins is tent 
Mor, putting it in reserve and relegating it to 
per importance. Many fine painters have used 
Back in this way with great success. There ore 
Btott who say black does not exist in life and 
iture. That is true when speaking of black as a 
lor. But lack of color, greyness, and darkness 
ft? exist m Nature. To say black does not exist 
to say that shadow and darkness does not exist. 
|al] color were truly that which comes out of our 
pes it would be one thing. But a tube color is 
Seldom right in color, value, or tone. Painting is 
■" much subordination as well as brilliancy. 
The greatest danger of black in the hands of 
e novice is that he makes the value with black 
adds a little color This produces an effect 
i&ch like transparent color washed over a black- 
M-whire photograph. The result is that all bis 
Mows are black, and the same black for every- 
ping. The good use of black never lets the black 
^rpower the color it is toning, or allows the color 
^ Jose its identity. There must be some color in 
e shadow, even though it gets very low in tone, 
'ing warm colors deep in shadow is difficult 
ith black, since the mixture of black may pro- 
ce a certain coldness. In that case, a burnt s ien- 
shanld be added to the black. However, you 
1 note in our color wheel that the lowest dark 
to fall into place without obvious change 
color. 



It is not my intention here to take issue with the 
pure color theorists. I believe that in art we should 
be free to follow the dictates of our vision and 
feeling, and if black does the job better in our 
estimation there is no reason for not using it. If 
the use of it, after reasonable experiment, seems 
to work against one, by all means dispose of it, and 
substitute anything eke that will work out 

Black considered as darkness, and not color, is 
really the opposite of considering our white as 
light. The color theorists cannot dispense with 
white and reach the needed values, If they can 
produce the blacks with color, fine, but neverthe- 
less ihey are still using black, whether they mix it 
themselves by neutralizing strong colors with one 
another, or use it ready mixed. The one advantage 
of producing the extreme darts with color is that 
if we can reach the low value it need not be black. 
Color if dark enough will appear black anyway 
I do this whenever possible, but I still may use 
the tube black as a toning agent to Wer the 
value of a color, for you may thus hang onto the 
identity of a color longer than you can by mixing 
it with other color. 

The important thing is not how you do it, but 
whether you can do it r If you can reduce a color 
without makmg it another color, throwing a 
known color into shadow and making it look like 
that same color in shadow, then any way under 
the sun you can do it is right. 

One thing you cannot do is use the pure strong 
color as shadow, simply diluting the color with 
white for the area in light. This will always keep 
your color false and cheap booking. Toning color 
down through eight values is certainly an impor- 
tant part of your equipment and has much to do 
with your success as a colons t. 

Nature's color is most beautiful if we can but 
see and understand it. You go to her source to 
express the truth as you see it So yon are a part 
of color also. Now let us take up other important 
qualities of good pictures. 
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PART FOUR 




THERE ARE FIVE ESSENTIALS 

1* Visualization 

2. Dramatization 

3. Characterization 

4. Arrangement 

5. Embellishment 



WHAT IS ILLUSTRATION? 



There is no better way to approach any task than 
to have a clear tinders landing of what is expected 
of you. Just what is the need and purpose of an 
illustrator? Let us understand that the primary 
function of illustration is to make a graphic inter- 
pretation of an idea. The idea to be interpreted 
must be thoroughly visualized. A completely 
abstract idea can thus be given the semblance of 
reality. Therefore a picture without an idea or 
defined purpose can hardly be thought of as an 
illustration* 

The beginning, then, of every illustration is 
really a mental procedure ou the part of some- 
body—an author, a copywriter, or die artist him- 
self- Some sort of a mental image is present and 
transmitted to the artist, or else one is conjured 
up in his own imagination. With his knowledge 
of form, light, color, and perspective, he is the 
only one in the group who is able to make that 
graphic interpretation, though it may be quite 
clear in the minds of the others. Therefore, the 
illustrator's true function is to be able to grasp 
that image, or create one, and bring it to life, car- 
rying through the intent and purpose of the idea. 
The illustrator subordinates himself to such pur- 
pose, yet lends his creative skill to carrying for- 
ward that purpose. It is important that every 
young person entering the field of illustration 
have the understand iug that his job is truly one 
of co-operation. Most successful illustrators make 
every possible effort to co-operate, and to make 
those with whom they arc dealing feel that co- 
operation. This is of great importance to your suc- 
cess as an illustrator, 

THE THREE CROUPS OF ILLUSTRATION 

Illustration may be divided into three broad 
groups. You may be called upon to do your part in 
any one of the groups, and you must be ready. 

The first kind of illustration is that which tells 



the complete story without a title, teirt, or any 
written message to help. This type you find oa 
covers, posters using only a trade name, book jack* 
ets, displays, or calendars. The client, then, is 
depending entirely upon you to put over an i< 
or arouse a, desired response. Your work wiff 
the whole job. 

The second kind is that which illustrates a ti 
or which visualizes and carries forward a catch* 
line, a slogan, or some written message used in; 
conjunction with the picture Its function is to 
lend force to the message. In this group are most 
often subjects which carry brief copy for limited 
reading time, such as posters, car cards, display 
and magazine advertising. The story and picture- 
function together as a complete unit. 

The third kind is that in which the story bold 
by the picture is incomplete, its obvious intention 
being to arouse curiosity, in short, to intrigue the 
reader to find the answer in the text. The 
type of illustration might be called "come o 
"guess what" pictures. Many advert is emen 
built on this plan, to insure the reading of th^ 
copy. If the story were completely told it might 1 
fail in its purpose, and the script or test could 
easily be passed up. Unfortunately, this ha]>! 
pens too often, and when it does, the fault lie$ 
in the conception of the picture. It may take 
quarters of a story to get the heroine intoi 
hero's arniSj but if the reader is informed of thE 
happy result immediately through the illustra- 
tion* the whole attempt of the author to maintain 
suspense is spoiled. Yoor picture may be beauti-i 
fully done, but utterly worthless if it gives thtj 
story away. An artist must keep this in min 
recognize the need of co-operation. A p: 
which "tattles" is just as undesirable as a peraon.1 
who does. 

In all art, all things work together* and so the 
essentials of telling the story pictorially all blend 
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THE ESSENTIALS OF TELLING THE STORY 



I are dependent upon one another. It is hard to 
&rate them completely, so wc shall cover them 
iighly at first and go into more detail later, 

VISUALIZATION 

Visualization is building up a concrete image 
an abstract one. First we must endeavor to 
tall the facts, and then embellish those facts 
tit our own imagination. After establishing our 
ibject as belonging to one of the three groups, let 
find out Hie point and purpose of what we arc 
ut to do. Let us discern what the mood and 
vor of the subject is to be. Is it happy? Is it 
on, violence-busy, vital? Or is it to he sooth- 
restful, relaxing, consoling, or somber in Its 
preach? Our subsequent decisions as to inter- 
net w iH depend much on what we thus 
leonine the 'big idea" to be. Read or get the 
e story before you attempt anything. Find 
what the characters are like, the setting, gen- 
accessories, and the costumes. In fact, you 
Is but setting the stage for the. scene, and looking 
n the characters to play the parts. Can the storv 
be told best by the environment and the charac- 
.[flS in it, or is it something that should depend on 
Gestures and facial expression, necessitating 
'dose ups" of the characters with probabJy only 
a bit of background? In modern illustration the 
Bttacterscome first and the setting next. You can 
atsit getting busy with some tiny little roughs, 
E^g things out as they suggest themselves. You 
R not hiring models yet, you want to find out 
Bat to do with them when you do get them. 

JWAMATIZATtON 

re is usually a dramatic way to tell a story 
|wi will think it out. The first thing we think 

!ts likely to be just about what everybody else 
uld think of. To tell it differently, don't accept 
lebvious thing immediately. If the story itself 
not interesting, perhaps it can be made so by 




poses or gestures, express ion sand suggestion. You 
might get up in front of a mirror and act the thing 
out, just as the characters might do. Seldom will 
d passive interpretation of character with no 
emotion on your part secure more than a passive 
response. Every character should be as interest- 
ing as possible, and bis action planned. Make 
some little skeleton poses for gesture and try to 
reason out the action of one character with an- 
other, and the position on the floor or a setting as 
it would be in a good play or movie. The artist 
must be an actor at heart if he would make his 
characters act in his pictures. 

Tlie eye level chosen will determine much of 
the dramatic effect. Shall we look up at them, 
down on them, or straight at them? You can jug- 
gle these characters about for space in your pic- 
ture area, making them fit a good design. Remem- 
ber that each character should have an individual 
and different pose of some kind. Don't give two 
characters approximately the same amount of 
area in your composition if you can help it Don't 
put your characters into the composition in un- 
comfortably crowded placement, or at the sides 
with a hole in the middle of the picture. The cen- 
ter area of your picture is the place of honor, pic- 
torially, and should be given to the most impor- 
tant character when possible. 

Drama is something you feel, and I cannot tell 
you how to pose a model. Nor would you want 
me to. Dramatization is most creative on your 
part and is a chance to express your originality, 
Let us realize that truly to observe and appreciate 
the drama of life as it is enacted we must coir- 
sciously set ourselves apart as observers. We can 
be so much a part of it as to miss it entirely. The 
farmer sees no drama in his routine, but the play- 
wright does. Nellie the shop girl does not know 
she is a character full of subtle drama, but the 
author does. Drama is everywhere, and it lies in 
naturalness and truth more than in fancy. 
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STAGING YOUR SUBJECT 



Yon arc in the position of the motion picture 
director. Suppose you lay out a little ground plan 
of the setting where the action is taking place. 
Suppose it is in a room. Place the furniture h the 
doorways, windows, and so forth. If you have se- 
lected an interior to follow, draw the ground plan 
of that. Then, to get the "feel" of the action, 
place your figures in likely spots. 

You can turn the ground plan about for a view- 
point. Perhaps you want a hit of the firepla.ee, or 
vou want to see a Face horn a certain angle. On 
the next page I have laid out such a plan. Then 
you can drop or project the floor plan into a little 
perspective elevation of furniture, interior, and 
figures. It is hardly necessary to go into compli- 
cated perspective for such little roughs. By squar- 
ing off the floor you can locate the units Or mate- 
rial. 

As the movie director would do h you must de- 
cide on what he woukl call the "camera angle." 
You can try the angles all around and see what 
you get Shift things around at will until an 
arrangement you like comes to light. It is a good 
plan when you go to the next movie to watch the 
pattern compositions constantly changing hefore 
you, and the pla cement of figures, the action and 
gestures. Motion pictures are in a very high sense 
the same sort of dramatization you are going 
after. If you are jest sitting there following the 
story and constantly looking at the faces you may 
miss the whole good it can do you as an illustrator. 
You may be sure the director would not let his 
characters stand stiffly about as if waiting for a 
cue to recite their lines. The ease and natural- 
ness that the actors display in their roles is half 
the battle in making good motion pictures. Watch 
what the other characters are doing as the main 
character goes along in his part. Characters can 
be grouped into units of pattern for your com- 
position. Some sort of emphasis may be placed on 
certain characters by contrast of value, by lines 
leading tluough other characters t by color, or by 
the attention of faces turned toward them. Let 
them do natural things. A girl might be taking olf 
her gloves or daubing on some lipstick, or per- 



haps she registers interest in the main eharact 
A man holds a cigarette lighter for the lady, fin- 
gers the cocktail glass— anything but stiff-ncckd 
poses. The author or copywriter seldom gives you 
anything to go by for dramatization, mainly the! 
conversation, and a hint of the setting. But thisiS:| 
real fun for you, if yon will get interested enough! 
in it And it all makes pull" and interest in your] 
pictures. 

C\ I A KAC.TEJ1IZATION 

Casting the play is an important part of the* 
director's joh h and it must be of yours, too. Youj 
try to visualize the characters as vividly as possi- 
ble. Sometimes you will change the character of] 
your model to suit the character in your story. Try. 1 
lo hunt up suitable models. It is too easy to uses 
the same model two Or three times in the same5 
subject by just changing from blonde to brunette] 
or using a different costume- This is the lazy way.j 
and it is costly in the long run. If you continue to.) 
show good characterization it will lend variety tft] 
your work. In the end it will keep you going wheal 
your competitor is all through. I never believe in] 
trying to make a matron out of an eighteen -year- 
old giil by painting streaks of grey in her hair^ 
Characterization for the most part is get ting wort- 
able facts* What does an old lady's bony hanc 
realty look like? How does she do her hair? Wha 
are the planes in the jowls of an old hard-fotgd] 
gamhler? You cannot fake these things, and theyj 
tell so much when they arc right. There can bd 
character in an old shoe, things spread out on d 
table—in fact, all the accessories may tell a story j 
of the life that is going on in your subject. If tkd 
character is tired and worn, the clothes can sug- 
gest it. Don't be afraid of creases and wrinkles on] 
anything but a fashion plate. Make them fall nat-: 
nraliy into place, stressing the form more than thd 
garment. Watch for "lost and found" edges. Try] 
to interlace the figure with its background whej> 
ever possible so that the contour is not completely 
tie fined all around. (See The Treatment rfj 
Edges, ) This relieves "stiff ness' h of figures in yoi 
composition. Do not make all figures equally 
important, 
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THUMBNAIL" SETTINGS 




rHl/UAJ-IMPLEAND PRACTICAL WAY TO VI f AH ZE A /OSJeCT. rrCAN^rYOU 
/rARTT-D ^ITH A /EJJ/E OP RTEALITV. VoO C*N LAY OUT * ^rr^Q wrTH ^, C ^ 
PLACEMENT/ AND HGO*E ACTtOM, At^D VIEW IT FROM ANY AN<TL£.. 
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HOW TO GET SUGGESTIONS FROM CLIPPINGS 




Above is a typical photographic interior as it 
might be clipped from any one of a number of 
magazines on the market- You will need a pad of 
transparent tissue paper. The object here is to 
help you visualize a situation on the tracing paper, 
fou can move the tracing paper about and> allow- 
ing for perspective, thus move the furniture about 
if you wish. I do not suggest, of course, that you 
make a complete copy of any copyrighted mate- 
rial, but since the magazine is published to give 
one information and ideas as to interior decora- 
tion, there should be no objection to using it as a 
source of information and suggestion. The point 
is that the clipping should not be a "swipe/' Draw- 



ing interiors with figures is an excellent form 
practice in dramatization and in the setting 
figures into an environment widi respect to pd 
spectivc and lighting. Establish a lighting on you 
rough suggestions of the figures by studying tb| 
lighting of the photo. Yon can in torn put su- 
lighting on your model N and set the camera 
eye level to be consistent with the eye 
apparent there. 

If you have difficulty in placing figures 
imagination, it is suggested that you study 
earlier book Figure Drawing for All It's W 
in which I have tried to give just this ty 
information. 
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FIGURES SUGGESTED ON TRACING PAPER 
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PLANNING DRAMATIC ACTION AND POSES 
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ESTABLISH THE ACTION BEFORE HIRING A MODHL 
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IKE ESSENTIAL ARRANGEMENT 



The manner in which a picture is conceived will 
vary with every artist. In advertising commissions 
the subject often comes to you in layout form, 
already visualized by an artist in connection with 
the agency. These men for the most part are 
exceptionally skilled in the general presentation 
of an idea. As a general rule, however, they are 
interested more in placement and mass, and the 
detail or final interpretation of the idea is left to 
you. The purpose of the layout or sketch has been 
to visualize the idea generally for their own client 
to obtain a "go ahead" from him before going into 
expensive art costs. Also the layout covers the 
entire ad, indicating main copy and placement of 
all units to appear, Considerable latitude may be 
allowed as to poses, clothing, accessories, types, 
and dramatization. So the work I am laying out 
here applies from the first rough idea, whether 
your own or whether turned over to you to he 
carried forward. 

Arrangement as discussed here can take place 
only after the idea becomes definite, supported 
by such facts as will lend themselves pictorially* 
You will begin to see how all the essentials are 
interdependent with one another and are all 
directed toward a single purpose. It is important 
to have die poses fairly well conceived in rough 
form, The setting, if any, should also be decided 
upon. At this early $tage we begin to think about 
pattern, and tonal arrangement. Some artists start 
with the figures and action, and develop a setting 
with them; while some even start with abstract 
patterns, adjusting the figure to the pattern. It 
matters little how you arrive at good design. You 
may go at it differently each time; the Important 
thing is the conception of your picture, The ar- 
rangement and design should be considered care- 
f uUy H There is no law governing arrangement you 
must simply do what you think looks best after 
trying several arrangements and selecting the one 
you feel is most suitable. Personally, I bice to start 
with a design first and adhere to it as much as 
possible. 



The one advantage m making an abstij 
pattern arrangement £rst is that it may si 
so much of the rest of the picture. You get i* 
from these abstractions as you try them out.; 
example, you have a dark pattern here. It 
suggest that you use a £gure in a dark 
the pattern is of a certain shape, it may sugj 
some accessory, or some unit to go in the subj 
The pattern may even suggest the lighting, a : 
arrangement of figures, or shadow, a wine 
hill, or what not, so long as it is an into 
design. Any subject not limited in the beginning 
to certain material or copy should alwaj 
worked out in miniature roughs for tonal 
ment. May I say that the reason for the lai 
this essential arrangement in out everyday 
because it is not siiffieiently considered by^ 
artist. He has a thing and copies it and puts . 
thing around it and calls it a job. Admittuu 
subjects are not given latitude in this respect^ 
can do at least the best you can, if only inj 
placement of your material 

The most important element in your work, i 
the thing that moves you ahead fastest, is the! 
ception of your subjects, and it is therefore ■ 
while to give it the time it deserves. You 
exercise your inventive faculty if you would; 
truly excel. The more jobs you leave it out of,j 
longer the journey, 

Thumb through a magazine. Put a check < 
illustrations that seem to appeal to you 
including photos or anything else* Now go 
and with a piece of tracing paper rough 
mass arrangement evident m the ones you 
You are really subconsciously partial to gc 
sign and arrangement, and so is everybody. 
Design is the one way to get away from file 
nary, We all think we can't design, but sojc 
we do. Often design comes by seizing upon\ 
accidental, We seem to get ^hunches," and 
are days when we design better. All we can 
to adapt the units which we have to work wit 
pleasingly as possible* 
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ARRANGEMENTS BAStD ON ONH OF THH PREVIOUS ROUGHS 
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TURNING tHF. FltfuftEf ARCHmpAjEKpeftLttENT. 




Ntf THE FKrufiLE./ CLOJ" £ OP. rM^flOtfEtf, 

THERE Pf NO DOUBT THAT THE CONCEPTION 
JFAJLF©J£CT I J" QF GREATER f MPoftTAfvCe 
fclANYTHINCT £LJ-£. FT P^YJ To TPEIMO tON- 
ffERi^LE TIME. OVE^ ROUC?HJ UNTIL. VOU 
ft EL THAT YOU HAVE AGOOD ADVANCEMENT 
IV AN EFFECTIVE DRAM AT r ?AT ION QFTUE 
OBJECT. )F YOtJ CAN JHOW THE.FAC E ITlJ 
StTER TO DO JO, TRY TOWEAVE THE L (<] HT F 
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0Ei"T 0ECAU/E OF pEJjC N, JTCJftY CaivCEfJTl^T-E[> 

CREY AND PARK AREAJ TOGETHER J"OTHAT 
THE PICTURE 1/ &AL6NCEt? ANp rPOTTSD 
fNTERE/TlMCLY. TKE/E R.QUCK; ARE FROM 
THE LfiVOUT PAD AMP JHOW HOW QhlE CAN E*~ 
PGRf^TE-MT WITH POrEJ. IT WOULD NOW 13 £ 
MUCH EA_nERTO PROCEED WITH THE MOPELJ 
HAVING A CLEAR APPROACH \ |M MtMD. TUEl 
Flft-TT ROUGH If /ELMI^ JU/TRICHT. 



Embellishment as applied here is the carrying 
forward to cample Horn of the preliminary material 
you have worked out. You now seek to give your 
conception actuality, For your figures, yon will 
go to life for character, good drawing, and the 
tilings which lend reality. For the tonal qualities 
of form, go to real form. For the effects of light 
and shadow you should look first at existing light 
and shadow. Set up your image in real life as far 
as possible. The mental image you have been 
playing with must be made consistent with truth 
if the thing you do is to have that "quality of 
existence'* without which your work is bound to 
suffer, ft is no easier to fake the truth in art than 
imvwhere else. 

Every subject is, of course, an individual prob- 
lem, and should be approached For its own possi- 
bilities. Some subjects seem to call for a specific 
medium, or even a specific technique. Some 
should be treated delicately and others with great 
vitality. Heroin lies the charm of embellishment. 
That artist is so much greater who can change 
pace, give a mood to his work, treat one thing 
tenderly and another with power and impact. 
That is my main reason for devoting so much of 
this book to a variety of approach. You can kcqi 
your work out of a rut 7 and ever new and inviting. 
Coupled with the variety of mediums and tech- 
nique at your disposal, you have different keys 
of values, different kinds of light, such as soft, dif- 
fused, or brilliant and sharp. You have the strong 
intensities of light to shadow, with little reflected 
light, or the airy luminosity of the higher relation- 
ships, with much lighting of the shadows. You 
have pure and intense color schemes, tonal color 
schemes, and soft related schemes. You have the 
possibilities of line treatment, tone treatment, or 
a combination of the two. There is really so much 
to work with in the way of approach if we will 
but think. If you find yourself working in one 
medium only, doing the same things with it every 




EMBELLISHMENT ■ 

day, you badly need to explore the wealth of 
things at your disposal. There is enough to spenij 
a lifetime of experiment. Do not believe yotf 
approach is something narrowly limited. It isonra 
limited by keeping it so. 

When you are fairly well decided upon whffl 
you would like to do with a subject, and you lifflfl 
spent some good thought over your roughs, thq 
get out your camera imd w r ork intelligently win 
it. You can make it work for you in express! 
your thoughts, rather than the other way ro 
of yoor simply accepting what it tells you. 

If you can get yoin models interested by sk 
ing them the preliminary roughs and explainirl 
the story, they will do better work. Let themffl 
out the idea before von click the shutter. Yotica 
get enthusiastic support from them by le 
them know how important they are to the sue 
of this effort, 

I personally prefer the miniature type of caJ 
era, using the regular 35 mm. film. I like then 
chromatic or color-corrected types of film, 1 13 
lieve it is best for the artist to learn to take his 
pictures rather than to depend on the comme 
variety, because the right lighting is so iin 
taut. I do not like to argue with a man who h\ 
his business in his own field but cannot uiul 
stand that the artist's approach may be somet 
else. I prefer very simple lighting to preserve 
form, and it's hard for those fellows not to 
to insert half a dozen lights. It's even harder! 
explain that such copy is not worth a damn to th 
artist who is form-conscious, and thai those Mm 
break up the very beauty that a good drawing or 
painting depends upon. t 

Make every effort that is humanly possible 1 
get all the form you are going to paint b registers 
in the picture you take. Form is registered hulr 
when one light shines upon the same area or vm 
face. Two lights on the same area are bound 
destroy the solidity of the planes. 
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USING THE CAMERA TO OBTAIN WORKNG MATERIAL 



tye 



Anyone working with a camera experiences 
certaia dtsnppo hi tin en t at times when a .subject 
(kt looked so beautiful while you were taking if 
ars quite d liferent in t]ie black-and-white 
hoto. Mi id) of the loss is color and value as the 
sees it. Much, too, is lost because the camera 
net see in the same? proportions find perspeo 
Veas do the two human eyes. The three-dhnen- 
1 effect is gone except in the case of a stere- 
jjflpticon tram era. Objects diminish in size by 
On of d is I in i t't: ninth more acutely in t lie lens 
tkn to the eye. Tins will give a feeling of distor- 
tion, especially if the subject has been taken at 
&SC range. The values you get arc] the res nil of 
.the actinic qualities of the light and film and may 
m quite different from the way you saw them, 
ings that appeared 50 colorful and brilliant- 
.ve a way of going quite dead. Then there is the 
gjverpowisring array of sharp detail, which bus not 
e softness as seem by the eve. 
For the fore going reasons it is much better, 
en making black-and-white copy, to elm rise 
fillings for a variety of value rather than color, 
pat is why your una II pattern arrangements 
ptauEd he well worker! out beforehand. Get the 
Bind of values in back of and around your mode J 
HS hid out in your toner plan. Have on hand a very 
|jgEiE drape, one of light tone, a middle tone, a 
kione, and a black. Pin up sueh drapes behind 
r model so that the right values come to the 
M\l edges on the model according to yoitr com- 
position. If the bead is to be against dark, put it 
jgainsl dark in your copy. The values in a bead 
appear different according to the value they are 
ieen against. The same values may appear dark 
against light, or I i g]it against dark. 
If you intend to show something against a Ii<dit 
ce, or as looking into the light, about the only 
.y you can get good copy without fogging your 
igative- is to throw a strong light on a white back- 
undaad then pose the figure against it, being 
cartful to keep that light off the figure. A "fill in" 
^ght of lower intensity ean then be thrown on the 
Igure, keeping it low enough to hold the mass of 



the darker values of the figure against the light. 
Strong lights placed too close to the model "burn" 
your negative to dead white in the print. Move 
them back, since yon cannot sen ire such bril- 
liancy anyhow, because nothing can he lighter 
than the white of your printing paper. 

Unless you want very intense contrast of lin-ht 
and shadow, as for instanee some copy for a black- 
and-white lino drawing it is usually necessary in 
indoor photography to lighten your shadows with 
a "fill m" light, daylight, or some manner of re- 
flected light. TIuj fluorescent lights are good for 
tin's, since they do not make sharp cast .shadow 
within the shadow, which does not happen in na- 
ture. If youi- subject is supposed to be outdoors, 
by all means go outdoors to take it. Nature sets 
up perfect values and relationships, 

Clippings seldom work out from a lighting and 
value relations! lip when von are trying to asso- 
ciate the mate rial from one clipping into another. 
Lighting must be consistent throughout a yood 
picture, and the chances are .slim that two clips 
will have anything like die same lighting. This is 
the main reason fnj- securing your own "props" 
whenever possible. Starting with a clip which has 
a distinct lighting, you can always adjust the light- 
ing in your photos to correspond when you pre- 
pare further material that must appear along with 
the material in the clip. 

Get the right costume if possible. Material is 
very hard to fake, especially folds, as you prob- 
ably already know. If it is not possible, get a cos- 
tume as near to whtit you need as you can. at least 
so that you won't have to fake the material, form, 
or drape. The pattern of the costume can be 
changed more easily than the forms. 

It is wonderful practice to take some interiors, 
draw them in pencil, and then introduce figures 
of your own into the subject. Study the interior 
for its lighting and then try to suggest a consistent 
lighting on the figures. In this way you get the 
"fed" of what happens to figures set into a defi- 
nite environment under prescribed conditions of 
lighting and space. 
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THE ILLUSTRATOR'S SCALING SCREEN 



Here is a simple prop for the illustrator who 
draws from photos. It is easy to build and of 
tremendous help in drawing in good proportion > 
Build the screen in three wings or four> at a height 
above the average camera shot. It can be made of 
beaver board or any light wallboard that can be 
painted white. Use thin black lines to mark off the 
square feet as shown in the illustration. Such a 
screen will also provide a good surface over which 
drapes can be thrown or onto which they can be 
thumbtacked. Then the drapes may be taken 
down and an automatically scaled photograph 
taken of the subject. This gives you at once com- 
plete information for setting a figure into a com- 
position. As we know, every figure should be re- 
lated to an eye level. You can always determine 
the eye level in your photo by turning one of the 
end wings toward the camera. The eye level will 
be on a line where the lines of the side wing con- 
verge to a point. (See Drawing.) It is- simpler 
to find the fine on the side screen that appears 
to be most nearly horizontal. 

If your rough or copy determines an eye level, 
then set your camera up to a similar height. (See 
Perspective, Part I. ) It must he dear that the ma- 
terial from two photographs having different eye 
levels cannot be set into the same picture with- 
out adjustment and appear correct. Many art- 
ists continue to disregard the simple rule that the 
horizon must cut across all similar figures stand- 
ing on the same ground plane in the same place, 
or at the same distance up on the figure from the 
ground level. So if you know the horizon of your 
copy would cut across the figure at the shoulders, 
then set the camera at the line at the level of her 
shoulders, and make sure it cuts all figures of your 
composition relatively. Should a figure be sitting 
at a certain distance beneath the horizon, then all 
sitting figures would bear the same relation to it. 

The squared-off screen now gives you the rela- 
tive size of your subject throughout, making it 
easy to determine the proportion of one part to 
another. The squares may be still further sub- 
divided on the photo h and you can lay out a set 
of squares on your drawing by which you can 



draw the figure proportionately. Since these 
laid out in feet, you can also measure app 
mately the dimensions of material in your 
pings to malte the figure the right proportion 
be within such an environment. 

For your information, the average chair sea^ 
eighteen inches off the floor, or one and one ha 
of our clocks. Table height is about twenty-eig 
to thirty inches, or about two and a half squaj 
high, A standing girl is about five and one ha 
blocks and a man $ix t This will be clear to j? 
only iF you understand perspective; as I hai 
already warned you, without that knowledge vou 
are only handicapping your future opportunity 

All drawing is proportion and measure 
first* and a statement of spaces and contour, 
scaling screen will help you in that, though 
is nothing so good as training your eyes to 
tances and relative sizes. With some artists 
comes easily, others take considerable time to 
it, and some unfortunately never are able to 
it. Hence all the artificial means of pantagrap 
projectors, and other devices. But with the s 
screen t you still are doing the drawing and 
in g yourself at the same time* You can use it vA\ 
out undermining your natural ability or ereatij 
ness, and therefore it has a place here. 

Most artists are fairly good carpenters, bn 
you cannot build such a screen yourself, it 
be wise to have one made, which can be 
quite reasonably. The screen serves other 
purposes about a studio, such as shutting off 
normal background when you are pai 
directly from a model The drawings on the 
page should clarify the use of this screen. 

The scaling screen amounts to about the sa 
thing as squaring off a study for enlargement,] 
all artists have been doing since art began, ra 
have substituted the photo, to a large extent, for 
the preliminary studies of the Old Masters, vm 
perhaps might have used such short cuts also, kg 
they been available. The main thing is not 
let the camera habituate us to the least possi 
effort. We must exercise our drawing se&S 
eventually lose it. 



another. The squares may be still further sub- let the camera habituate us to the least possiffl 
divided on the photo h and you can lay out a set effort. We must exercise Our drawing se&St 
of squares on your drawing by which you can eventually lose it. 
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CAMERA DISTORTION 




FOCAL DEPTH MUCH TOO/riOKT. HOierjEEOFWAMft 



CAMERA MOVEJ3 WAVBACkAHp J( J B je CT EfiUARCieO. 
HANDJWERE KEPTIN^ME.POJTTiOM, BETTER?' 



ifil/TTORTiON ABOVE l/O&UJOUj; HOWEVER MorrOFtJJ FflC THt r^c^ i. M 

ti/KVEN h/iowtion jn wci- ViSr w^h would ^l? B l I S DR " CrN6i;r0FPft0POflT,o «- 

iJ£EM/NflRROWER CHIN i-h a & *« WOULD MOT &E OQVIOU/ WITHOUT OTHER PHOTO, 

W ' R ' CH ' N J-H A ^P e R >LE// HAIR^ND r-)ODEJ_,N<7 Q F FORM APPEAR Vl ATT ER* 

WHY THE H CLOJ-E UpVAMeRA DISTORT./, 



t^ajrCTiPM) 





4/ PftftTT 4fcE MODE DIJTANT 




'M^CEAfJtlBrt 




HERE THfe ARC rf FUfi-rrcpiANP 
CLOjER-nS^I-L HjiHT/ DPIhfc PI CURE . 



AT CLO/fi HiNCECiMERA CAHMOT ./Eft j> AJT 
LI NE A ,OR FHE FULLWIOTH OF n £AO(llNeVJ 
FROM A <?re AT (= * &fJTA HC E TH g fUl-L Wl OrK 
iS V<-T| t>i_E . JToDY ThilJ C.L0J-e:1,V. 



THE PIFPJCU4_1iexOFf>rjTOR. , rrOM LIE 

>M4Gl£ ^ 

r^F^r, N ° T J ° MUCH INTHS CAMEtiA AJ LN 



HOT KNOWJMG *TJ* LlM ITAT tONj*. 
» TO UPJ-ET THE THEORY T H« ANY PHOTO „ THUE iND E)f ACT Beo , UWITiAPHmo 
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DRAWING TO AVOID PHOTOGRAPHIC DISTORTION 






Perhaps the examples of photographic distor- 
tion I have given you may seem a bit exaggerated 
and obvious. But I assure you that compared to 
the way we see things in life, there is much yet to 
be done in camera lenses. Since the miniature 
camera has such a proportionately Iarg« lens in 
relation to the pictorial film area, it cuts down dis- 
tort ion greatly. But the examples here were taken 
with the best of cameras and lenses of that type, 
proving distortion is still possible when work in 
too close. There is distort km in the average photo 
which is not obvious, hut which, if followed too 
closely* gives that photographic look to your 
work. When the squares in your scaling screen do 
not register as squares in yonr photo, it proves 
tliat distortion exists and that this distortion is 
affecting the subject as much as the lines on the 
sea] in" screen. 

Drawing directly from life will always be the 
soundest approach nit is Neatly, for it takes on a 
quality of proportion you never can gel with the 
single lens oF a camera. 1 do not know enough 
about optics to explain why things at a short dis- 
tance from the line diminish faster or get smaller 
than they do in the same distance from the eye- 
There arc such things as telescopic lenses, wide- 
angle lenses, and so forth, that are more nearly 
true in this respect, but when we have such per- 
fect instruments as our own eyes, why should we 
not train the in to do the work in every case where 
it is possible? I grant that at times we must catch 
fast movement, expressions, or poses too diffi- 
cult to hold long enough to draw f . Then let us 
use the camera, 

I wish to make clear that because a photo was 
taken from life, it must not be assumed that it is 
a perfect interpretation of life. It is not perfect 
from the standpoint of contour, perspective, or 
tonal value. If a perfect duplication of what the 
eye sees were possible, it still would not be ait. So 
perfect duplication of a photo on the purr of the 
artist cannot be construed as art Individual crca- 
tiveness must play some part; organization and 
design, accentual ion and subordination, the qual- 
ities of tone and individual technique, and the 



emotional qualities, must be present to mate it 
art. Otherwise we could he content just to go on 
clicking shutters. Again 1 want to impress upon 
the young artist that art is not necessarily u framed 
picture hanging in a museum or a private collec- 
tion. Art is all around us, for art is the express ion, 
in one way or another, of individual concept, Tt 
smallest and cheapest commercial drawing cat 
be art if it has those qualities. Art is not imitation 1 
nor duplication, and that is why the mechanical 
camera can never become a means of producing, 
art. Art must Mow through the camera, not into if; 
it starts behind it, not out in front. 

I have pointed out these faults of the camera. 
here and elsewhere so that you may watch fct 
them and recognize them. I do not quarrel wilt; 
its limitations, for there is no question that it is 
a marvelous instrument. But I do insist that sine 
these limitations exist, they should be mat 
known to the student Photographs cannot be' 
considered an easy way out of good draft ^man- 
ship , nor in any sense a substitution for it. The] 
camera should be a part of your equipment, {Thfi] 
projector is another matter, and I hesitate to en- 
dorse it in the same degree, although I caw 
dispute its value when exact and minute dupliffl 
tion of copy becomes necessary. But when il 
merely a crutch, with so much potential loss of j 
individuality at stake, I would prefer to see itj 
thrown out the window,) 

You may he sure every figure will photograph 
sonic what shorter and thicker through the middk 
than it really is. The proportion of the head adj 
shoulders at one end of the body and the legs and; 
feet at the other will not photograph truly in 
case of a standing figure unless at considerate 
more distance than we usually set the camera 
Always remember that the camera is totally if 
partial to the good and bad in front of it, with 
selection or d is trim in at ion. The photograph fl 
only ;i record of an instant. For this it is viiluabl 
Without a well-developed ability to draw, 
can copy distortion with out realizing it, 
unconsciously add a photographic look wliid 
breaks down other good qualities. 
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CAMERA DRAMATICS 



By the time you arc ready for the aid of the 
afliera in dramatic interpretation yon have given 
tfvery other consideration to your suhfect. You 
ikve a fairly clear idea of what you want. You 
lave an action or gesture in mind, or a particular 
fecial expression. Now let us talk about the actual 
dramatic interpretation. 

A model is usually one of two extremes. Either 
she has difficulty in acting at all, or is inclined to 
oreract, getting a little grotesque with her dra- 
^roatk sense. We may borrow the first principle of 
good acting from the dramatic schools. That is 
Ik unwritten law of naturalness. Only natural- 
ness can carry conviction, and it marks the best 
Mfor. If t3i is principle is true on the stage or 
5ftreen,it is also true in illustration. The action or 
Brion should be carried completely through the 
(gure in the whole pose and not expressed just by 
making faces, or "mugging," as they call it in 
motion pictures. 

There is a good rule in dramatics that the actor 
'should never look at the audience as long as there 
( any action going on, especially when other 
ictors are on the stage. The invisible "Fourth wall" 
Separating players from audience lends reality 
to the play; you become lost in the story, totally 
unconscious of yourself. If the actor looks at vou. 
you feel a certain self- consciousness, something 
like being caught looking into a window of a 
place where you do not normally belong. Your 
reaction is that the actor is acting at vou rather 
mft being a part of a story wholly separate from 
jTOu. So let us mate a rule. If the reader is not -part 
of the dramatic action t never Jot a character look 
fijrwthj at him. 

Now we take the other extreme. Suppose we 
'Want to make a direct appeal to the observer. In 
.that case the reverse is hue. The character looks 
! directly at you, with the intention of making you 
;KlhconscioLis to the appeal in mind. Everybody 
-remembers James Montgomery Flag's poster 
"Uncle Sam Wants You," the finger as well as the 
■eyes pointed straight at you. It was tremendously 
effective. Therefore this principle is used in ad- 
vertising when character- to-reader attentioii is 

IftFS 



demanded, A pretty girl may be handing you a 
glass of beer from a poster, a charity appeal might 
have a head looking at you, saying, "Will vou do 
your part?*' This is called "direct" appeal. 

Overacting is worse than not enough. Agonic 
ing over a trivial matter, or exploding with joy 
over a toothpaste, is just not natural or in good 
taste, and the response could be negative. To get 
at the most telling dramatic effect, one has sim- 
ply to think of what he would do himself or what 
any normal intelligent and well-bred person 
would do. There is not one set of manners for life 
and another for the stage, screen, or illustration; 
they all are based upon a convincing interpreta- 
tion of life. If bad manners are the basis of the 
story, I hen that is something else. 

Underacting may be analyzed as "stiffness," 
This actually means rigidity of body, lace, and 
action. So the next law of good dramatics is utter 
relaxation. The only tension present must arise 
from the emotional situation in the story. People 
are stiff only when dead or frightened. Hence the 
expression of "being seared stiff," or the slang ref- 
erence to a corpse as a "stiff.** Never let a in ode I 
pose "straight all over"- that is, with head in a 
straight line on shoulders that make a T with her 
line of vision, no bending of spine, or turning of 
hips, and with the weight resting equally on both 
feet. If you have not told her the drama you want, 
that is invariably what she will do. Drop a 
shoulder, twist her, turn a hip, bend a knee, get 
her as relaxed as possible, Sitting poses straight 
in a chair with feet and knees together and arms 
doing the same thing on each side can be insuffer- 
ably stiff. It's up to you to get that quality out 
of the model, and that is the reason for planning 
poses in advance. 

Act it out as you would on the stage or as if 
you were a director, for that is what you really 
are. Otherwise you will transmit such stiffness to 
your work, and no matter how well you draw and 
paint, nobody will forgive you for it. Believe me, 
I know. Pay especial attention to the hands: make 
them express the emotion of the face, make them 
belong in some way to the story. 



jiftcrtive. Therefore this principle is used in ad- them express the emotion of the face, make them 
iffirtifflng when character- to-rea<kr attention is belong in .some way to tlu> story. 



























PART FIVE 
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A LOGICAL METHOD 
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1. Evolve interesting questions 

2. Answer them effectively 

3. Base on desires and appeals 
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USE YOUR CAMERA TO CATCH EMOTION AND EXPRESSION 
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STUDYING THE CHARACTER 
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THERE IS NO END TO FACIAL EXPRESSION AND CHARACTER 




WPflt/VlON OTHER. THAN A hlATUftdi.Oft*ft£LAtf£p*ON^ 
PRACTICAL™ U/E A CAMERA TOENAIL n DOWN* NO 
^N HOLD AN IDENTICAL EXPJIE/J'ION FOR MORE THAN A F EW 
t>fit}VJ\UC fAC'AL, CWPREJ'J - JOM CJOPJ" JH5HT BACK TO 
JRW PRl^CrfPi-E'-ONCE. IT 1/ FORM I ry TME*4/W£CTCf THS 
(T AMOUNT/ TO CAF1EF-UL SftiWIHC OF THE HALFTONE 
DOW rHftPE^ THE JKACE ITJELF MLtfT&E. RIGHT THQIuHJN IT 
|C PfLLCD tK PRE ELY. ALL THE /£ / MA P£ S /KOOIJJ FALL JNTO 
fcHO FIT TOGETHER LLKB THE PlfeCEJ Of A -NO/AW PU*' 
f-fKBTCH iNYOiJH FIR/r COwTOuftf fcEW LcCHTLY, TW6HTHE 
IJHAPEf. EVE RV AREA BfeLOMOf MFJNITC1.Y TO (lUlCHT, 
lUMONE OA tJj SHADOW- THft VALUE HANG* MOM BUCK 
Him ft hQi At CftrAT tn PfiNOJ- At the kanqe Of a (^hoyo, 
pt? *our MtLFTTONEj' licht.-tm^/allo^nc ptewnr OF 
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E(*PHMr/ l« THE rHAWJW/. KEEP TH£ WHOLE Mil r/ ilF 1 THE LTflhT A NP 
HALFTONE WELL ft PA » A TCP FPOM THJ= JWA&OW AT A MA f/- RE MEMO Eft 

jfWAOOWJ A&E ItfUULt-Y DAtttfe/T 4T rHB'HUMP J 'OflTiJJiH O* THS FORM. 

THE CRIJF>A.CCENTJ"OF OAftK ARE feVlttlSCT WHERE YE« ITfC PQfiM 1/ 

pjeply RBCf J'j'ap a/ jr&u*((i rH£ aye no/ and corn eft/, jjiouho 

THE HQJTRLLf, LlPJ. AN.Q CRWJEJ. HQ TWO tiCfi/ ARE flLLKft T^ FORV|,f 
*NP THEfter-Ofl-E. THE TtJMAL /HAPEf OR PLANE; C* THE ^OflM WHL 
ALWttVJ" 0£ ANfeW AND PlfTrMCT PROOLtM- hP Yoy Do not JTKX to a 
JJMPLE LIGKTIHC THE PORM dET/enOKtH UP IN TON E A^D W J LL 

se (h ode pip^iCLiLi, pori* minrfdYj be/t inifj^UdE^rMPLt, 
f&MP h oft"scyLPry«AL" AJ^ECT r a rLnnLE lkjht n MO/r jouo- if 

rUACQwS APE TOO OLAt«.fteFLECt T^B /AME LIGHT BACK WITH 0. 
^HTTE BD6RP- TRY DftiWt«C THE rNY£Re/TTHO CrtftRicrEft *** T Nfi 
PftCCftDJMC PHOTO f. DONT J TOP THERE. OfiAWM^NYFiteiOMXOUROwtf. 



MANUFACTURING CONVINCING HMOTION 



Emotional gesture is a very subtle and individ- 
ual tiling. It stands to reason that you are not 
going to be on hand to catch the genuine uncon- 
scious and unaffected emotion very often. It is 
something that for the most part is going to be 
manufactured to suit the occasion. You will find 
that a great deal of it must come from yourself, 
working through the model and the camera. This 
is a technique used by many motion picture direc- 
tors. 1 find out that if you are not self-conscious in 
acting things out for the model, she in rum will 
not he as self-conscious in acting for you. Above 
all, do not in any way ridicule or belittle your 
models* efforts, If they do not at first succeed in 
transmitting the mood and expression , tell them 
encouragingly that they "almost have it." Repeat 
the performance again, talking about the feeling 
you have about the situation, never about what 
they are doing with their features* If you want 
the eyebrows lifted do it with your own b saying, 
"You arc more anxious, more alarmed— you are 
Mrs. Potter of the story, wondering and fearing 
what has happened to her daughter " It is never 
a simple "Raise your eyebrows, please." 

If you have a radio or phonograph about, try 
to have some music going akin to the mood you 
want. You can also set the emotional tempo by 
reading the copy or story aloud. If possible, let 
her read it to you. She then instinctively becomes 
a part of it. 

A giggly nervous temperament is characteris- 
tic of so many young girls, and this is the hardest 
mood to combat to catch dramatic expression. 
Once you let the giggling start, it gets worse. The 
best way to make them snap out of it is to say; 
"Now look, Miss So-and-so, this is no funny busi- 
ness. It's a matter of bread and butter, a job for 
you and one for me> I picked you from a long list 
of models because I think you have what it takes, 
and there isn't time to start all over with some- 
body else. Let's get this thing right. Forget the 
giggles/* 

The other type, who cannot smile genuinely 
when it is needed, is another problem, Nothing 
falls so flat as an artificial smile. The best thing 



to do in that case is to walk away from your cai& 
era, not letting her know her smile is expressiofr 
less. Get a cigarette, offer her one, tell her son* 
thing funny. The main thing is to transmit a inood. 
and it can he easily done. You are really tKe :idcc 
and the model is the medium, just as much a 
your paints and materials, through whom 
create drama and characterization. You can't 
at her with a "dead pan" face and tell her to 
It makes the difference between an average 
and one with that indefinable spark, Teclinl 
an expression is nothing more than form 
light, halftone, and shadow on it. But the 
who will look at your picture sees a face, hum 
and expressive. 

Imagination is contagious, mood is conta^io 
and the spirit behind a picture is ninety per 
of the picture. You can be alert for drama aQ 
time. Watch what people do, watch their han 
their eyes and mouths, their unconscious prise*. 
It is amazing, the changes that can come inUf| 
single face, and how expressions become 
ciated with thoughts. It is not a bad plan to nab 
a lot of self -posed expressions in a mirror T 
shoot them with your camera. Find out 
makes one expression dour, another elated, 
horrified, and another frightened. All is a suMIe 
movement of the facial forms and lines. Try new 
to draw a face that does not seem to be thinkii^ 
something. 

Expression is very hard to capture when 
ing from life, but if you can keep the sitter inj 
spired and interested you can get it. I have 
large mirror on casters that can be set up beh 
me so when I am working directly from t 
model, she can watch the progress of the pain 
This eliminates the tediousness of the long 
of sitting still. This seems especially to intere^ 
men, and elderly people who like to sit anywtj 
but at the same time like to have something 
occupy them. 

Perhaps this may help to convince you thtij 
you are important to your picture. You are foj 
relation to every part of your work. It is the net 
result of many things, and most of them are yoo: 
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falls so flat as an artificial smile. The test thing result of many things, and most of them are yoo: 
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EXPRESSIONS TELL THE STORY 




/1NCE Dru&wiNO expre/j-- 

'ON I J ae^LLY CAREFULLY 
RENDERING TH6 FORM^DOhlT 
ATTEMPT TO FAKE tT. CATCH 
IT F| R/T WITH & CAMERA. 
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LOSS AND GAIN IN BACKGROUNDS 



Often the question comes up as to whether or 
not a background is advisable. Since this concerns 
both the camera and the painted subject, a few 
suggestions here might help. 

There are good arguments on both sides of the 
problem, tlu- difficulty being mostly in the deci- 
sion as to when a background is better and when 
it is not. For tin? best answer we must look to the 
subject itself, 

A subject cut out ot vignetted against a flat 
white background, provided that background is 
kept simple and uncluttered by other units, lias 
a tremendous advantage. White space is often 
more telling on a page than tone, It makes a de- 
sign of white area to support other design in the 
pictorial unit. It isolates the important material 
so that it can be seen easily. White space is often 
referred to as lL brtathing space/" It is not often 
that on a magazine page* either for story illustra- 
tion or for advertising, the artist may be liberal 
with white space. In the first place, space is expen- 
sive on any page and it is something like asking 
a merchant to put but a single product in his 
window, when he has fifty to sell. But a single 
product well displayed in a window would prob- 
ably cause more comment and get more atten- 
tion than the fifty all displayed together. 

An argument against cutting away the back- 
ground is that much of the three-dimensional 
quality may be lost. The subject gets a "pasted 
on" look and sticks to the picture plane without 
any feeling of recession. There is no doubt that a 
feeling of depth draws the eye into a subject just 
as the eye is instinctively drawn to a mirror, a 
window! an open door, or even a hole in the 
ground or wall The subject h if cut out with a 
sharp hard contour all around, may make the eye 
conscious of the edge at the expense of the form; 
a certain cheapness may result whtrn the subject 
is taken away from its normal relationship with 
its setting. Such harshness may seem out of place 
and irritating. A "scissors" type of edge has no 
place in art. 

Jt follows h then, that if you keep the two ex- 
tremes in mind, much can be done in either case 



to seize upon the advantages and to allevu 
disadvantages. 

The first thing we should look into is thw 
within the subject which is to be cut out 
A distinct gain or loss of vitality may be 
expected result if no thought is given these! 
ues. If what we arc cutting out is already' 
with only delicate greys and darks to sup[ 
whites, the result will l>e negative on a 
background. Going back to our four basic I 
plans, we recall that the greatest vitality is: 
in the four basic tones. On the next page the! 
at the top distinctly loses in punch and vital!! 
being placed against a white background 
light in itself, the subject drops the lower 
the much-needed value scale, having no 
blacks for contrast. I should say that the 
heat! has about four times the punch wheal 
placed against the dark background, whi 
creases the attention value and gives depth I 
subject. 

The head at the bottom of the page will 1 
the reverse. It is soft and grey in its envii 
of grey background; distinct gain in vit 
evident by placing the same head against 
What we have done here is the same thing] 
did in the first instance, that of completing-] 
value range to take in the whole scale from 
to white. This becomes middle tone and j 
against white* whereas the first l>ecame 
tone and light against dark. Both* then, a* 
plish the same purpose. 

As far as the cut-out, pas ted -nn effect is 
ccrncd h much enn be dune by the artist to 
some soft edges, or to carry the white 
ground into the subject in some way. Thus 
subject can become "interlaced" with its 
ground as all good vignettes and drawings: 

So the subject does determine what cad 1 
done, and knowledge of these facts can 
ample basis for a good decision. This little ■ 
I em will come up to greet you many times Ci 
you know how to solve it, you will often be i 
abled to make a striking thing out of soraet 
that otherwise would he quite ordinary. 
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treines in mind, much can be done in either case tlmt otherwise would he quite ordinary. 
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EXAMPLES OF BACKGROUND LOSS AND GAIN 
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WHAT IS FAKING, AND WHAT IS IMAGINATION 



Many students become totally confused by 
being told at one time never to fake and at another 
to use their imagination. The subject is worth 
discussion here. Pictures h to be creative h call for 
imagination; yet the things that make pictures 
great are their adherence to the laws of Nature 
and truth, I think the confusion can be cleared up 
and a workable basis of approach secured. 

Pictures may be conceived from many sources. 
Sometimes the subject is something that has been 
laid out before us in life that we recognize as being 
a subject and one which we would like to do. At 
another time a picture may be conceived to fill a 
need, with nothing but the imagination to start 
with. Sometimes a picture is an occurrence that 
can be dramatized and set Forth. Or a picture may 
be a record of something that to us is beautiful 
and worth preserving for all to see. Sometimes a 
picture is a message to reach others where words 
fail. Sometimes it might be just a design that has 
its own intrinsic beauty T as would a fine piece of 
jewelry or other example of craftsmanship. There 
is such great latitude in art, 

I would say that we H fake" things only when 
we are starting. It is the beginning of the setting 
down of the things in our imagination. We are try- 
ing to pull something out of a state of nonexist- 
ence into actuality. So when we "fake" a figure, 
it is to a purpose > We are taking the fastest means 
of capturing the thing in mind. Once the idea is 
established* we should go to real fact, and bring 
the original conception to life by working from a 
live model or other reality. 

Whether it is faking or not depends upon what 
the artist is going after. He should not attempt 
to fake the effect of light on form* But I would 
say that if he is trying to work out a pattern and 
arrangement, he should not always accept things 
as they are. He must decide whether what he is 
doing calls for a literal statement of fact or not. 
He must look for facts and use them at his dis- 
cretion, not just because they are facts* The artist 
has the privilege of sifting and sorting the wealth 
lit. 1 3l<u to work wllh. He cannot use it all, nor does 
he want it all. If we honestly think we can get 



the effect we want without use of model or nature, 
then by all means I say to do it, I believe in nuk* 
ing most of the preliminary work— eom|ios[tjm, 
sketches and so forth— without materia] Ml } 
believe the finished tiling is mere likely to be neg- 
ative ► Then we can go get the facts we need to 
apply where we feel the neecL We also haw uV 
means of gathering all the facts first, In dosta 
from life, photos, outdoor color sketches* pencil 
sketches, etc. From these we may do tli'o dml 
thing without further reference to them, atny 
ing in our minds what we have learned and sUffl 
it down from the imagination. You would J 
be faking a figure after the same thing had 
worked out from fact, even if you burled 
studies. Either way is perfectly sound. 

The point is, if you know a thing well eooi 
you are not "faking/' A man who knows airpWiH 
can paint one in the skies and not 1>e fold 
man who knows horses can paint them in actsuii 
And if we know the figure, we are not really Ejl 
ing h We are setting down the culmination 
great deal of study, Faking is truly bad only 
we do not know what we are doing. If we da 
know what the form is, we cannot hope to draw 
it correctly. 

Color may come purely from the imaginal 
and, so long as the value and relationship ii 
good, may be even more beautiful than in lift 1 
do not consider that faking. That is understanding 
color. 

Not long ago a student brought his drawing* 
me and exhibited a great deal of pride over 
fact that he had "drawn everything out of 
head/' Considering his work from that s 
point , it would call for considerable praise 
notwithstanding his heroic attempt to lie what 
thought was purely original, the drawings 
not done well enough to stand up against ap 
of really good draftsmanship. He could not b 
to compete with those who are taking every 
vantage of model and copy, for he could not Itdx 
his drawings as being done without help or stud 
He might even have superior knowledge over 
man who used a mode) T but it would be inevita 



Mm 



204 



he want it all. If we honestly think we can get man who used a mode) T but it would be me vital 
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NEVER GUESS WHEN YOU CAN FIND OUT 




t he would lose out against him. Perhaps a 
self taught man should be given a great deal more 
aalU than a university graduate. But how we 
da things is of less importance than the ultimate 
rank of what we do. In the final analysis the 
mdk lies only in the achievement. 

B best artist does not fata if there is any 
■Bible way to avoid il, because he has learned 
thpt the truth itself is better Mian the semblance 
of tmuY We are limited at best in our ability to 
Hmend (he truth, and why burden our work 
Ufa unnecessary bungling? Drawing from life 
jbttnot make our work any the less original If 
pbve conceived a pose or even photographed 
il. J in I inn clc-iur? that conception is well founded 
Hfc the result is none the tess our own. 
Swneone had told this particular student that 
king from a photo was cheating. I feel that it 
DO more cheating than for a carpenter to work 
tuna blueprint. It could only be cheating if the 
were essentially the property of someone 
Even then it would be more aptly called 
paling, Were he to trace or directly project the 
fcclo onto his (hawing surface h I can see some 
is for the charge, but using a photo as a source 
Winfomiation is parallel to a lawyer's building 
his case from his law books. 
The answer to faking lies clearly in the simple 
re not to guess when you can find out. You 
argue against the man who has the facts 
you have not, If the subject is to be a repre- 
tion of truth, it cannot succeed except by 

ting true. 
It must he remembered that any picture is an 
■Do to a certain extent, but it is an illusion of 
m in space, with an imparted sense of realitv, 
I Or it may he the opposite, a thing not concerned 
, rlli reality, a product purely of the imagination. 
( Ilk latter may in a sense have to be faked ( if we 
■ nut to use die word), but 1 prefer to think of 
i cat sort of approach as something else. To set 
■ftmrorc's thoughts can scarcely be construed as 
liFiiUerfuge. VV'c could paint our conception of 
lit it would be like on the planet Mars. We can 

ft forms without need of censorship. We can 
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invent flora and Fauna, textures, or anything else, 
without being questioned as to our imaginative 
right. The only things we need be concerned 
with are the misstatements, things meant to be 
right that through our ignorance are not We can 
idealize, glorify, even distort, in art, completely 
wilhiri our rights as creative people, if our aim is 
individual expression. Whether such liberty is 
accepted by others has no bearing on the right 
or wrong of it, for each has his right to his own 
taste as much as to his own religion. Every change 
from the orthodox may bring alx>ut dispute* and 
may lessen the chance of acceptance, But setting 
aside commercial considerations, the individual's 
right to crontivencss cannot be disputed. 

The artist may well think of coupling his imag- 
ination with fact, using one or the other to best 
advantage. It is certain that art lies in the imag- 
ination as much as or more than it does in fact. 
To deal only with fact would be to base our 
thinking at the camera level. 

If imagination can be cloaked with reality, it 
would seem the logical manner of approaching 
the realistic-minded, so that through this reality 
we may carry them into our imagination. If, on 
the other hand, we give something totally impos- 
sible to their own imagination, we can hardly ex- 
pect acceptance. We then have the choice of 
working only to please ourselves, or of seeking 
some new means of understanding on their part- 
There is nothing to slop us, for example, from 
such innovations as Gauguin painted on his trop- 
ical island, if we are willing to segregate ourselves 
from society. 

Perhaps Newton s laws were a departure, but 
a departure conceived in truth. A steam engine 
was unheard of, but based on fundamental fact. 
Its merit became a thing of purpose and value. 
That is the way I like to think of the right kind 
of imagination in art. "Faking" is not the word 
for it. Perhaps the best guide is to ask yourself 
whether the truth that you feel inwardly is more 
than you see visually When you are convinced 
that imagination is greater than fact, by all means 
use it, 



-ju-iMviuMM? willjuul uccu ur censors mp, we can use it, 
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AN IMAGINATIVE SUBJECT NEED NOT BE "FAKED' 
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THE ORIGINALITY IS WITHIN THE CONCEPTION 
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A SINGLE LIGHTING WORKS OUT BEST 
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Tl \h PLAN OF WORKING 

There is nothing that is quite so difficult for 
the artist as to sit down before a blank sheet of 
paper or canvas and produce an idea. Ideas have 
a way of seemingly coming from nowhere, or as 
the result of an experience or other suggestion. 
But there is at least a proved way which can lead 
one to ideas, by directing the mind into appro- 
priate channels of thought and by first conceiving 
li purpose, then attempting to meet that purpose. 
An idea without a purpose would seem more or 
less inane and ill conceived at best, so let us seek 
the purpose, and the idea will follow in its wake. 
Assuming that intelligent questions will evoke 
intelligent answers, we can begin with a ques- 
tionnaire. Take a sheet of paper and down the left 
margin write every word that yon can think of 
that might be the beginning of a question, or even 
a group of words that would l>c the start of a ques- 
tion. Let us assume we are searching for ways and 
means to advertise a product. Fill in every con- 
ceivable question you could ask about the prod- 
uct. When you can think of no more, then pro- 
ceed to answer your own questions, or at least 
try to get the information that would answer 
them. Your subject, the theme and its pictorial 
presentation, is invariably hidden in the answer 
This is a means of developing facts, and when you 
have the facts they are tangible things to work 
with. Illustration of tangible facts becomes com- 
paratively easy. It is a means of taking abstract 
thought into concrete thought. 

Faets bring up mental images. If I say the 
product makes one healthy, you conjure up in 
your mind a picture of health. If I say the product 
makes one active, you think of activity in one form 
or another So that is the way the questionnaire 
works. Now your pencil has something to get busy 
over. Little suggestions 1>egin to evolve out of the 
answers. 

In the fictitious and sample questionnaire I 
shall give you here, I have purposely taken a 
product winch of i hand would seem anything but 
inspiring or romantic, just a hunk ol plain cheese. 
In my answers I found nivsdf continually but un- 
consciously stressing energy. So suppose we take 
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UP A QUESTIONNAIRE 

energy as our theme. What are its pn*ul>ilil 
New questions come to mind. Who of tlw f; 
is most in need of energy and vitality? When 
come down to hard facts, Dad's energy vT 
important, since the welfare of the whole 1 
depends upon him, Now, is Dad practict] as 
theme in a woman's magazine? 1 believe &M 
any wife is instinctively interested In keeping 
husband well and healthy. In fact, hew I 
rather new and different approach. Byaihulaw 
trast to the material usually associated will sod) 
magazines » our series must attract consider 
attention and interest. 

Now how can we show "new energy far Da 
Si ippose we show a little insert of Dad as lie \ 
to be H and a big picture of haw he is now, Lri 
big picture be full of action. From oneauswfrw 
find he has "energy to spare." Finel Now we ihl 
of showing energy to spare. How about play 
ball with the kids, when be used to mope in a 
mock? Maybe he is springing past us on a 
or out-hiking the kids— even pushing the 
buggy > Now we have something to work *i 
and ideas begin to take shape. Copy falls inti 
line with the theme and we are all set. So I 
you the series of layouts on page 213. 

Now suppose we get the reaction from our fa 
attempt that the fact that the product is a/, 
too subordinated, not stressed enough? Howtw; 
the client likes the theme. Can we hold to 1 
theme, but stress the product more? That \sm 
ple> We can show some delicious-looking foofc 
and subordinate the figures using them to deco- 
rate the page. We still have something diffen 
Dad can push the lawn mower, Mother the vflfl 
urn cleaner. We get out a recipe book and End tit 
what tastes good if made with cream cheese, J 
again we arc all set. 

The food pagt-s would be best if done in c^kc 
since black-and-white food has little appdj 
appeal. Out of the same answers we could tan 
taken other approaches— the fine cattle, tlieai 
tary production, the flavor of the cheese, 
many vitamins and other healthful qualities 
variety of uses. 

n 
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In my answers I found myself continually but un- many vitamins and other healthful qualitfcs, I 
cons cioi is ly s t res s i 1 1 g energy , So n 1 1 p pose we take variety of uses. 
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SEARCHING BASIC 

Here is tlir almost universal procedure adopted 

p most agencies aiifl creative advertising depart- 

B*s- Advertisements are based primarily upon 

>logy. Human psychology has hem put 

Ugh such intensive tests that it becomes mi- 
ssary to question the theory of basic appeals. 
hV been proved beyond a doubt that there are 
cntinnllof us basic desires and instincts, and 
when we are reached through appeals to 
instincts wtt make certain definite and pre- 
ible responses. \o proof is needed (hat a nor- 
Iwoiittfii wants to he as attractive as posstble, 
it a business executive wauls eflficiencv, that 
j! of us want more Freedom. A Ions; with the 
Dgs people ]ikc at id want, we know the things. 
i normally irritate them, or from which thev 
bt like la escape. Sneh tiling can also be 
tftalized upon hy suggesting the avenue of 
ipe-for example, even a partial escape from 
fhoM drudgery for the average housewife. 
Ob page 2lo I have prepared some examples of 
■ultras limy he developed from basic appeals. 
■type of appeal is selected firsthand then von 
tu think of ways that might express it. This 
jibe most direct and positive way to get reader 
st\ and provides ;i broad approach to orig- 
Jilvand creattvencss. 

TV 
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C^NlillAL APPEALS 



Eadi of these might head a whole column, hut 
(rare given here merely as a jumping-off place 
t others, 



Ttern.itcniat instinct 
Hie instinct of self- 
preservation 
The instinct of pro- 
tection 

Tie desire to Jfee 
The instinct of fear 
Hid desire tr> be free 
from pain 
it desire to possess 



" 



8. The desire to attract 

9. Line of praise 

10. The desire to excel 

1. 1. Pride nf ownership 

12. Tiie desire for atten- 
tion 

I '3. The desire to domi- 
nate 

11. The desire to 
profit 



fctatig as wc stick to known qualities of the 
in ego, we can't miss by a very great margin. 
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APPEALS FOR IDEAS 

Perhaps here and there might he a mother who 
for some reason does not love her children. But 
since the vast majority do, we cannot go wron 
with an appeal which touches upon that love for 
the in. Any way that such a response can be 
secured is almost "sure fire." This is true of so 
many hnsie instincts that no thinking man need 
ever say there is no basis of approach for creatine 
ideas. The air is full of them when subjects are 
reduced to pLiiu terms of human behavior. 

The variety in humans is largely a variety <»F 
experiences and purpose. That wo differ in super- 
ficial makeup is of no great importance. One wants 
In sing, another to dance, and another to make the 
ruusic r hut all want attention and praise. That a 
man does not carry out 'these desires does not 
mean lliat [he basic impulse is not there, for one 
maci may only dream of doing while the other 
does it. We have only to loot analytical fy at our 
own desires to come fairly close to the other per- 
son s. WV wish to excel, to. shine, and so does he— 
perhaps in a different manner, hut jusl as much. 
We do not like ridicule nor chastisement, and 
neither does he. We resent too much an t hoi it v- 
lie also. We both have pride. Fie lives much the 
same, eating the same things, enjoying the same 
things, even, in a general way, t funking t lie same 
things, so that any basis of approach that would 
create a response in ourselves would very likely 
do the same with him. 

If we will but study carefully our acquaint- 
ances, we will have a fairly good cross seel inn of 
people at large. A gathering in your home will not 
differ greatly from one in mine, except in names 
and personalities. As a group I hey will act pretty 
much the same If an idea appeals to six mat of ten, 
it very likely will appeal to sixty out of a hundred, 
oi yon can carry it up to thousands with approxi- 
mately the same percentage, presuming that all 
arc typical of normal or average people. 

In general, human emotion is fairly consistent. 
All of us register, as does a thermometer, the highs 
and lows between the extremes of emotion. The 
important thing is to draw out the desired ei no- 
tion by means of basic appeals. 
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A SAMPLE QUESTIONNAIRE 

(A fictitious product) 



Why fyj$.^fl&tt?fL m „i 

Who JA„APfil.jfem^fe4,J- The 



What 

if hen 

Ho* * ■ *Vft 

Where 






Bflewua* It Id pure and gera- protect^ 

man who has no energy i 
Supplies essential vitamins. 



d& < . , ( A^ t S- . y&£tt * ^?T. A . . . All the time, if you wont to to acttti. 

^ X^fe^^? 



y 



Why is iJt„.^..a»ft*^ 



At what tine 
How often 



Can 
■ill 
Shall 
la there 



In many delicious way a- 

The greatest dairy stflte* 

Because of lta richness- 

When tired, it brings energy to spare. 

At meals or between meals. 

Everybody loves it* 

If you want to keep up full ataaa, 

Xes, young and old. 

lea, because it 1 a bo nourishing* 

all means, for new energy. 
Hot slth euoh flavor end richness 



Doe s * #?i* »»*j«**«i«»«« *XA ,*•*«•**»*■+■ 

,„ « 3 >jrf if- <dbU£u? 

Should »V* - *VV»TV • » •?*+ - * rtttittrt - * • i 

i..^^..^.I... By 

In what way wUfc.Afc-sW. £**%.**- All the good fate are left In- 

Which 4&&$&.&&*jhf:T**}¥lih*ff~ • Trults, vegetables, and starohflfl. 
Are ftU^^^^.-M.^-^^^h^H • Xee, but in greater quantity. 

May fttiiStMA--Arf»^-? 

How about ftWLjfc£Af&--» 

how ctA * *f* p»-~Ar;i< *» ^* -■*■-*---* * 

*.t *L .Htft. . text. . htf* . # T 

How much ,i---rf**w" *.w * 

Does it ,ivf££i. .TWI^S..'m 



If 
Do 



5c 
But 



mOTei 
lid re popular every day* 
Children need it* 

Easily digested, gives them energy. 
Just ask for it at your grocer's* 
Send ub nis name*, we will send It* 
Ho higher in price* 






Its airtight gennproof trapping 
keeps it fresh until gone* 
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ROUGH IDEAS DEVELOPED FROM THE QUESTIONNAIRE 




(l,uor foily year pldiyuKnnj-fsr.' 




B^ ■ ■ ■ ■ •w— 



U I RYCiO LD 




11 







Whrtti hflppcncd*io Dad? 



DAIRY COLO 




.1 



HEfiCJ/EME^Y, J-OACOMTINUITY I J WORKUP OUT CfiNtE^D AROUNP D4D^"nEW* VITALITY, 




lew does h<? doit? 



L^B^BB^^^^^^ 



MIRY GOLD 





Mo ma id, no ma Iter ! 









E^ROflUCT if ffCTlTlOu/ fiUT THE APPROACH TO THE »DEA/ 1 J- /OUNO. [JAD/ VITALITY \J~ 
JftlTYTOTUt HOME. WHAT *OlL/^ WIFE WOULD NOT BE I NT E n E /T£0^ Q* WH*r HU/QAND? 
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A DIFFERENT APPROACH FROM THE SAME QUESTIONNAIRE 

■ — -- rr. j i • .-_-_. ^ 

. C^w<jhr4lietjukoh(aiHil<j'. /hews V>£attt>.t mw! 

M \ & 7 m 




€ 



^>*-*-YZ& 



3T Vmv 



I lv«>f uftrcHlt 




DAIRYC.OLP 



i 







v^r 











I J 
■ I 



61 



*%, DA1KYCOLD i 



q 



ix=a«3tt=*« 








CMCffOOJS EffGfW \ 












PTWfWF^^"*. 



i.\"D&lK v .CQLD m 





h^^t^^b^^^^^^h 
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CREATING IDEAS FROM BASIC APPEALS 









IE HftTEfCIHAL TM/rLMtT 









* 



/c«/ (fijrf avoid 



iPi 



TfX] 



IAJXYJLAX 



TOf /ELF-PHfi/FRVAiTION 






M^.^ 



r^^ ~?V 



AL1FORNIA 



If OE/lftE TO F|_££ 




iM/TlNCT TO PROTECT 



"IM^ DE/LRE TO ATTRACT 




w^Kp executtvf courte j 






HUMS 



THE DE/tREIt) QXCEl- 



THE DEJIRE TO PROFIT 




X /& 



tfo' 



/<^w^se 






URGENT! NT 

K)RQU|£fc.F?EUEF 




mt/r&dafa i?e&dfl 
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t|*|- WMllRAL AVTCi«M 



FREEDOM FROM PA|N 
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THE t>E_nR£ TO PO/JE// 



SCRIBBLE WHILE YOU THINK: THINK WHILE YOU SCRIBBLE 
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OUR SCRIBBLES ARE MORE ORIGIMAL THAN YOUR CAMERA 
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GET USED TO SKETCHING FROM LIFE 
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YOU GET SOMETHING THE CAMERA CANT C1VE YOU 
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SENTIMENT THE KEYNOTE OF ILLUSTRATION 

Breakfast food Vigor, health, efficiency 

work, appetite 
Vacuum cleaners Efficiency, labor saving, lime 



Hardly is there a man or woman without senti- 
ment* even though it he hidden and masked over 
in defense. Let us assume that no ones life seems 
just a bed of roses. Sentiment is the bulwark that 
we lean upon, that makes us able to take the inev- 
itable monotony and commonplace of life in its 
stride. There is maudlin sentiment, of course, and 
sentiment dragged in by the heels. Sentiment can 
be used subtly and with tact and be made a trir- 
] ric lido us asset; or it can be like waving the flag 
after a bad vaudeville act to get applause that 
is not merited by the performance. Sentiment 
must ring true to be effective. A search for real 
sentiment will bring up treasures. 

It follows that certain subjects will align them- 
selves with certain psychological appeals, another 
word for sentiment. For example, a toilet soap 
associates itself with glamour, freshness — the 
preservation of, or contribution toward, beauty. 
Youth, romance, loveliness, then, is the senti- 
mental approach. Switching to a laundry soap, 
we have the sentiment of the home, the maternal 
love expressed in clean, fresh and sweet-smelling 
dresses for the little girL We have the efficiency 
of the home, the economy of labor, a thousand 
and one instances where the use of plain soap 
expresses sentiment of some kind. Sentiment is 
attached to the cigarette through the pretty girl 
and romance. Another approach is the instinct of 
self-preservation, claiming less irritation to your 
throat; the appeal of quality, claiming the best 
tobacco, and so on. Selling flour would naturally 
be aligned with appetite appeal, tempting food, 
nourishing qualities, and resultant good health. 

After a little experience wo find that psychol- 
ogy is definitely the basis of creative ideas. Recog- 
nizing the psychological realm to which a product 
belongs becomes almost automatic. Our real 
problem lies iu the presentation. Here are a few 
examples of appeals and approaches: 



Perfume 
Milk 



Romance, allure, seductive- 
ness, the sensuous, sex 

Health, maternal appeal, ap 
petite, home 



Medicines 
Bank? 

Motors 
Furniture 



Ult 



for other things 
Freedom from pain, vitality 

instinct of survival 
Security, freedom frornwi 

home, preparedness, 

tectiou 
Relaxation, efficiency, 

travel, possession, safety 
Beauty, design, efficiency, 

home, pride 



The list can go on indefinitely, Approa< 
your subject in tins way is simply Eluding wij 
and means to interpret the various appeals, 
it becomes a matter of co-ordinating the pictofi) 
fundamentals to fit the purpose. CrOingbacki 
the above list, main' thoughts and pictorial scb-j 
jects will take shape. It would not be a had 
to make same little roughs of what comes to mi 



HEVAMPINU OLl> IDEAS 



Here is a gold mine if approached intelligent^ 
and ethically. There is ai] old saying that tW 
is nothing new under the sun. There will alwan 
be simitar situations, similar products, and similar 
approaches. No one need resort to plain "swipes." 
Suppose in an old magazine we find what weW 
lieve is basically a good idea. With a new bead*] 
line, a new composition or presentation, sudi 
revamping is done every day. Good sportsman- 
ship will stop us from becoming plagiarists. Vet 
since life continues in much the same way, then 
is bound to be duplication. Seeing a picture 0(1 
mother bathing her baby might give us a simihr 
idea for an illustration. Such a subject eouU 
hardly be considered anyone's private property, 
tint for our own pride we would present the sub- 
jeet as originally as possible, Viewed iu this wiy, 
old magazines are a great storehouse of ideas, and 
since the subjects have proved themselves werlhj 
in the past, they probably will be good again. 
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PSYCHOLOGY APPLIED TO COVERS AND CALENDARS 



ideas, unless the subject is quite a gen- 

One with possibilities for wide variation, 

be let alone after having once appeared. 

^meone has already shown Grandma Mowing 

tfes football, that is a specific incident, 

up by one particular artist, and any eth- 

tompetitor must regard it as his property, 

je repeated. However, a subject such as a 

rfriis is so general that the idea itself may 

time and again, 

ideas to be acceptable must be original 

tion, bo timely, and have general ap- 

They should reflect popular interests such 

fashion, and other current activities, 

should m variably display good humor and 

taste. They should be free from prejudice, 

sectarian religion, racial intolerance, 

or bad example of any sort. If the basis 

idea is a prank, it should lx? wholesome, 

ut malice or abuse, 

rs may be based on what people like to do, 

they would like to be, how they live, and 

they love. In some eases covers can be repre- 

live of the spirit of the magazine or even of 

icular contents. By familiarizing yourself 

the cover styles of leading magazines you will 

that they lean to different subjects. While 

invariably uses a pretty girl head, another 

prefer the American scene. And, by the way T 

girl heads have been done so many times 

yt>u will have a better chance if you intro- 

some new angle or idea into yours, 

rs fall into two broad groups: general 

and specific incident All the basic appeals 

be applied for sentimental response* A cover 

On a broad psychological appeal has much 

chance of being accepted than one which 

around a specific incident. A lovely mother 

her child, for example, is a subject of broad 

t while a little girl playing with a lipstick 

Specific incident. There is no basis of objec- 

to the first, while there might be to the 

d. 

; however, you wish to do a "specific inei- 
:" cover, you can also develop this through 
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use of basic appeals and the questionnaire plan, 
For example, we want an idea for a cover of a 
boy's magazine. The questions might starts What 
does a boy like to do most? Answers Build things. 
Question: What does he build? Answers Air- 
planes, dams in brooks, huts in trees, rafts, etc. 
Suppose we take the hut in the tree. Here is excel- 
lent material for experimental work. Or we could 
show the boys on a raft playing pirate. Soon we 
have a sound idean 

Covers should usually be submitted in sketch 
form, since the subject itself may not be aceept- 
able. Covers are not easy to sell, and that is why 
an idea should be submitted in rough form before 
any great amount of time and effort has been put 
into it. If interested, the magazine will encourage 
you; if not, you will soon know. If you see that 
the same artist is doing several covers for a maga- 
zine, you may be fairly certain be is under special 
arrangement or contract and that, therefore, there 
is no opening for you^ 

Color photography for covers has all but 
crowded out the artist. However, I believe the 
chief reason is the dearth of good pictorial offer- 
ings. As art really develops in this country, I be- 
lieve we will see more and more of the artist's 
work on magazine covers. 

CALENDAR IDEAS 

Since I intend to take up calendars as a field for 
discussion later on, I believe it will suffice here to 
mention the important part psychological appeal 
plays in calendar art. Calendar subjects are usu- 
ally of broad appeal and only seldom use specific 
incident. The main reason is that a specific inci- 
dent, a prank, a bit of concentrated action or 
story, is very apt to get tiresome after having been 
looked at for some months. Suspended action, in 
my opinion, is not too good for a calendar. I get 
a little tired of the dog retrieving the quail, of 
waiting for the bass to be landed, the Indian to fall 
off the horse, and so on. There is great room for 
improvement in calendar illustration. I look upon 
it as one of the great opportunities for the artist 
of tomorrow. 



p, however, you wish to do a "specific inci- it as one of the great opportunities for the artist 
|t" cover, you can also develop this through of tomorrow. 

221 



THERE IS EVEN PSYCHOLOGY IN COMIC IDEAS 



] 



Sentiment in ay be applied in comics in for- 
ward gear or the reverse, We can appeal to sym- 
pathy and human understanding, Or we can mate 
light of it, even to the point of ridicule. No one can 
prescribe an exact formula for comics, .since the 
humor rests in the specific interpretation of an 
idea, but formula is used, consciously or subcon- 
sciously, by the best humor i.sts ? and it is all based 
on human psychology. 

Some tried and true formulas inay be listed: 

1. Outraged dignity 8. Unexpected oppor- 

2. Creating die unex- tun Sty to ge* even 
pected 9- Flouting convention 

3. Making the serious 10. Reversing logical 
ridiculous outcome 

4. Maying the lidicu- 11. Slapstick 

bus serious 12. Getting out of a pre- 

5. Tbe weak outsmart- dicarncrit 

ing the strong 13. The pun (play on 
G, The transgressor words) 

coming to grief 14, The ga^ (funny in- 
7. Turning the tables cidr:nt) 

The psychology behind getting a laugh is a 
quick twist of the emotions, a surprise maneuver, 
a sudden reversal of thought. It has been said by 
humorists that there are only about a dozen basic 
jokes, and the joker wurks with new variant!; of 
these. Wisecracks are so familiar that they can 
almost all be sorted into types, yet they go on 
making fortunes for the-] wi^ecrackovs. Much cap- 
ital is made of the fact that there is something 
funny in seeing the other fellow suffer— perhaps 
an outlet for a rather sadistic streak in humans. 
To see a chair break under a person, even if he 
gets a splinter in his- postering can be uproari- 
ously funny to everybody but the owner of the 
posterior. To slip and fall down, in a mud puddle 
is nothing short of a side show for the onlookers, 
especially if the unlucky victim falls face down. 
To bend over and have a seam burst is terrific, 
even chough it happens to a good suit. Once I saw 
a man snipping off Christmas neckties at the knot, 
with everybody toving it but the gentlemen so 
snipped. All such tilings are comic ideas > A laugh 
comes from a comic idea, or ft predicament, or 
from, a twist of the serious to the ridiculous. 



My personal experience in comic flejds is 
most limited, but I number several well-known 

comic artists among my acquaintances. Strangely 
enough, I find that the producer of comics is 
rather serious by nature, until called upon to tell 
a story, when the rarr ability comes out, I would 
say that the comic field, above all others, calls for 
individuality and originality. Plain exaggeration 
of drawing is not enough for comedy approach; 
keen observation of human traits and responses is 
wrapped up in good comics. The idea is of more 
importance than the drawing. In fact, some ol 
our best comic artists are not good draftsmen at 
alb and are funnier because they are not. But 
there is no doubt that characterization can play 
a part in pictorial humor, and 1 do not believe a 
knowledge of construction, even composition,' 
can hurt a good humorist. 

Comics may be sold direct, or, as in the case vi 
newspaper cartoonists, through a syndicate, In 
order to sell a daily strip, several months of the 
strips must be prepared in advance. Some car- 
toonists are kept on salary by the newspaper & 
themselves. Others work as tree- lance cartoonists, 
selling where they wish. Information as to the 
location and namtis of xyndicn-tes may he had by 
writing to newspaper offices. 

Many artists treaL comics as a sort of side issue, 
because or the highly .speculative nature of this 
field, A comic artist must be unusually good to 
get into a syndicate, but if he does, it can be 
highly remunerative— even one of the highest- 
paying branches of the craft. 

Comic drawings should be kept simple, with 
out a great deal of complicated tone Or modeling 
of form. They should be held mostly to line. 
Elaboration tends to reduce the comic flavor 
rather than enhance it. The drawings should b< 
kept "open" and capable of considerable reduc- 
tion. There can be various degrees of exaggera- 
tion, though I think it will be conceded that 
enmic drawing should contain some distortion 
exaggeration. Otherwise, it remains a serio 
drawing which,, in spite of a humorous idea, 
likely to be accepted without a smile. 
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from a twist of the serious to the ridiculous, likely to be accepted without a rciule. 
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IDEAS IN GENERAL 



As one becomes experienced in various fields 
of illustration, it becomes apparent that ideas arc 
often closely related. An idea for a magazine ad 
may very well !>c in corpora fed into a poster or dis- 
play. The variation is h\ the presentation. lime 
is the factor which really determines how an idea 
is to be rendered-not how long yon can work at 
lt f but the time win eh the observer will likely 
have at his disposal to take in your idea. Sitting in 
an easy chair with reading time virtually unlim- 
ited, he will respond to a magazine ad with a great 
deal more hi it that would be put into a poster 
which must he comprehended in a few seconds. 
Magazine pictures permit more eJal>oraUon of 
environment, back-ground, and exti^t interest than 
te the poster. The streetcar card has a little 
more reading time than the poster, so it can carry 
a longer text massage than a poster, hut still not 
So much as the magazine. The illustration for the 
*■ streetcar card should he simple and to the point, 
f Tie drugstore display may he given anything 
from a passing glance to a few minutes. But there 
should he simplicity here also. 

Any pi eh] re idea can be put through the fob 
Wing test to fincl out if it is practical for its 
■purpose : 

1, Can it be seen and read within the allotted 
time? 

2. Is its presentation stripped to maximum 
simplicity? 

S. Can anything mr>re he taken away without 
hurting its effectiveness? 

4. Is the idea consistent with the medium in 
which it will appear 1 ! 1 
Example— For a woman's magazine, will 

it appeal especially to women r 1 
Example- As a poster, is the appeal uni- 
versal? 

5. ft the idea must sell something, docs it? 

6. If it must he seen at a distance, does its 
detail carry? 

7. Would seven people out of ten think it 
good? 

S. Does the picture itself express the idea, or 
must it carry a .supplementary explanation? 
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9. Has it been noticed and commented upon 

without your calling attention to it? 
10. Can you honestly say if is all your own? 

The foregoing (est may he considered some- 
what severe, but yon have the satisfaction of 
knowing that if your idea can pass it, you are on 
solid ground, it is much fitter to put your ideas to 
the test yourself while there is still time to remedy 
defects, tli an to have the defects come hack at 
you. AH ideas must go through the mill of criti- 
cism and opinion, whether we like it or not. Criti- 
cism is hard lo take at best, so it is wise to antici- 
pate the unsolicited ci ifieism which seems inevi- 
table and he your own severest critic. You can 
judge fairly well if criticism from others is un- 
biased, or prompted by personal motives. An- 
other artist may not ho quite as good a critic as a 
layman, for it is difficult for an artist not to see 
a subject as 1m; would do it himself. Since you 
cannot work his way, you should weigh the criti- 
cism carefully. He may he giving you some good 
pointers, Tt is best to seek criticism From people 
representative of the general public and its taste. 
Much early attention uhieh is ordinarily omit- 
ted could profitably be given an idea. Many of us 
could move ahead mudi faster if we would do 
more thinking in advance of the job, rather than 
waiting until it is half finished. We can be our 
own "J toJd you so V and it docs not hurt nearly 
as much from that source. No matter how good 
we become technically, our conception, ideas, 
and presentation are all that will carry us for- 
ward 

It is only natural that we should be concerned 
principally with technical execution. But plan- 
ning things out carefully is the only way we can 
give that technical ability half a chance. You may 
think, when a layout is first handed you, that there 
is no room left in it for personal ideas; but you will 
invariably Mod there is some way to do it a little 
better than expected If you never get a chance 
at creating ideas, create some anyway and show 
them to the boss or the client. Someone will even- 
tually take notice. 
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PART SIX 




1. The Magazine Ad 

2. The Outdoor Poster 

3. Display Advertising 

4. Calendar Advertising 

5. Covers and Jackets 

6. Story Illustration 



THE MAGAZINE AD 



There is such an overabundance of material ever 
present for the study of advertising page arrange- 
ment that it seems to me I may safely approach 
the subject hi a more or less general way. There- 
fore I shall confine myself to types of magazine 
ads, rather than a host of specific and actual 
examples. The basic laws of good arrangement 
should always apply, I believe if an artist can pro- 
duce good spacing, distribution of mass, balance, 
and interest pietorialty> he will be able also to 
produce good arrangement for the whole page. 
Page arrangement really amounts to the setting 
of given units into a given space as pleasingly and 
interestingly as possible. 

For the most part, arrangement is the province 
of the advertising agency, and the illustrator lias 
little voice in such planning, Because other ele- 
ments may be present in a layout, such as con- 
formity to a series, emphasis on given units, selec- 
tion of type faces, eta, it is often best that these 
be worked out by the layout men of the agency. 
But nevertheless the illustrator who is smart will 
not completely divorce himself from page layout. 
His illustration must fall into place in the whole 
design of the page, which design should be under- 
standable to him, and toward which be must he 
sympathetic and co-operative. He should take 
advantage of the opportunity for good arrange- 
ment which the layout offers him, or, if need he, 
do what he can to give better arrangement to a 
poor conception. 

Tile success of the illustration lies greatly in 
the success of the appearance of the whole ad. 
If the reader is intrigued by your illustration into 
reading the copy, the illustration takes on added 
meaning, and you benefit thereby, If the reader 
looks at your picture and skips the rest, the whole 
structure falls apart and the ad fails. 

So your first approach to good advertising illus- 
tration is; "How irtuch of the "meaning of the text 
and purpose of the ad can I transpose to my pio 
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tare?* More often the picture should amplify i 
interpret the text than depend upon the text- 
explain the picture. A good illustration can H-d 
up a poor ad much better than a good ad can '. 
up a poor picture, You mig]ht think of the pid 
as the show window to the meaning of tlie ad,; 
it does not attract, all else fails. 

Let us proceed, then, with a clear idea of wfl 
your mission is, how you can co-operate to ms 
your advertiser's success youi' success. Good tot 
pretarton is your first law. There are two waysi 
interpret, the lazy way and die inspired wav. 
lazy way is always the easy way, the explicit 
lowing of instructions with the least possit 
effort; the attitude of only "This is what he ask* 
for, so this is what he gets/ 1 This amounts to| 
complete subordination of any enthusiasm, 
dividuality, or inventiveness winch you may pt 
sess— all qualities of paramount importance 
your success. 

The right way is to search deeply for the psj 

etiological appeal, the impelling motive, and 

desired response. If you understand these, 

will help you tremendously. If vou have he* 

asked to portray a mother aud child, you arer* 

working toward the deep and vital maternal at 

peal. Every quality which makes motherhoc 

idealistic and beautiful to you should be in< 

porated. It might be easier, even more pl< 

ant, to call in that petite little mnetcen-year-ol 

blonde who registered the other day and use he 

for the mother. But can she typify motherhoc 

convincingly? The right way is to hunt up 

mother, as "ideal" as possible, and use her wit 

her own child if you can. There will he a sj 

there that may make your picture. If you cannc 

do that, don't haul an oversized doll out of 

cupboard and make it suffice for the baby, Gctij 

real baby< Such co-operation is not only fair, 

wise for your own sake, If you are building a rep 

tatiou, build it solidly and intelligently. 
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THE APPROACH TO COOD ADVERTISING ILLUSTRATION 



Of second importance to the interpretation of 
Ik teiit is taking the greatest passible pains to 
secure the best possible working material. If a 
price on the final work has been agreed upon, the 
artist should he willing, if necessary, to pay out at 
t ten per cent of it m mod els h props, photos, 
toother working material. In the long run such an 
investment will pay large dividends, much better 
tan any other type of investment. If you need to 
rent a dress, do it, rather than fake it. Get other 
accessories when possible, for it adds consider- 
ably to the ultimate value of your work. I have 
ften this proved over and over, Two artists may 
wily be of equal ability. However, one fakes, 
'hile the other conscientiously supplies hi in self 
ith the best of everything to work with. The lat- 
ter will win out, every time. Every bit of working 
life is adding to your general knowledge, 
■while every bit of faking keeps you at a stands till, 
jar even' drags you backward. You cannot learn 
oept from observation and study. Even a bit 
(if authentic still life in your subject is also authen- 
tic stud 1 v. 
Tour third and very important approach to 
od work lies in working out your problem in 
rough or sketch form, even when such sketches 
Deed not be submitted. Find your troubles before 
jtoey find you. A pencil study from your copy, if 
are working from a photo, will be better to 
k from in your final stage than the photo it- 
!f. You will find yourself working more freely 
A expressively. Much of your pencil study can 
ufiHy be transposed to the final medium with 
pod effect As long as the photo hangs next to the 
Una! work, the final work will appear unfinished 
by comparison, unfortunately encouraging you 
fee match the finish and slackness of the photo- 
graph. If, instead, your preliminary work is hang- 
ing about you, you are improving on what you 
tinto it rather than what the camera saw. 
Enlarge by squaring things off. That keeps you 
wing, not tracing. Plan your color before 
Houching the final work. Changes are unsatisfac- 
Bory many medium. If you have to make a change, 
get down f o as nearly clean a working surface as 
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possible. If working in water color, sponge it 
down to the paper. If working in oil, take your 
turpentine and a rag, after scraping with a palette 
knife, and wipe it down to the canvas. If the under 
paint is dry, it can be gone over with fresh paint, 
hut it never looks quite as fresh as the first paint- 
ing on the canvas. Sargent painted every area in a 
single attempt, or wiped it out and tried it again. 
Probably much of his directness came from doing 
the same head over and over until it was so thor- 
oughly fixed in his mind that he could do it in a 
great economy of strokes. Light paint will never 
cover dark paint as effectively as dark over light. 
In time tile dark will muddy the lighter paint 
above it, even if it lias not already done so in the 
first attempt. 

When working under pressure it is ahvavs a 
temptation to jump right into the final thing. But 
my experience has always been that there is no 
time saved in the; process. Getting something out 
of the mire may take much more time than would 
have been required to make some sketches and 
studies, "Worrying through" a picture is bad busi- 
ness. There is enough worry at best, and it should 
be planned out well enough so that ehangc of 
pose, d liferent costume, or change of models will 
never have to be attempted in the middle of the 
final work. It is better to admit that you made a 
liasty and bad start, and then start over. 

I know one illustrator who made a habit of 
stretching two canvases for each job He did all 
the experimenting, fussing, and fuming on the 
first canvas When he thought he had it nailed 
down, he proceeded to do the thing very directly 
on the second canvas. It took one- quarter to o tie- 
half the time. It was the secret of the ever fresh 
and spontaneous quality of his work. In reality he 
was no more direct and certain at the start than 
the rest of us. Instead of slowing him down, this 
approach seemed to speed him up, and he thus 
capitalized on the credit of being a very direct 
and accurate painter. Had I not been a close 
friend I might never have known, and since I do 
not disclose his name, I feel that he is making a 
contribution to us by his good example. 
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USING YOUR FREEDOM 



Unfortunately most artists are really given 
more freedom than they take. Fear of being wrong 
can stffle ingenuity and spoil initiative. Try to 
analyse the intent and purpose of your instruc- 
tions. If vou wish to deviate from them consid- 

■r 

erably, a telephone call may be all that is neces- 
sary. You may be certain that even if your work 
is well known h no art director can possibly visual- 
ize just what you are going to do. He is taking a 
chance on you, on the has is of your past work. He 
has to. Nor can you, when yon take a job, see the 
finished thing in your mind exactly as it is going 
to be. The reason is that the whole tiling is a 
creative process. Little is really going to be said 
in advance about pose, costume, etc> unless you 
are handed actual photographic copy to work 
from. Advertising agencies seldom supply the 
artist with anything more than the idea and a lay- 
out. Your art director is not expected to supply you 
with copy. If he does, Dnd out then and there how 
much leeway you have. Copy may be in the na- 
ture of suggestion only and not intended to he 



followed literally. I well remember an art diret 
who had a habit of clipping magazines and pa 
ing the clips into layouts. He would tell the; 
to give him something equally good. One earae 
you fig illustrator, doing bis first job for him, 
a perfect swipe. He brought it back with the 
ail gone, the deadline at hand, arid a frantic; 

director. 

Build up your files of clipped information' 
as many subjects as you think you will eoer ne 
not what you need just now. It takes years 
make a good file, and you might as well st 
early. As yon go along in advertising you 
begin to recognize certain types of ads. Try.j 
wc may to be different and original, most ads 
fall into one or more of these types. I have laieEi 
as examples twenty-four fictitious ads which 1 ] 
believe cover most of the types. The variance 
course would be in the layout and arrange 
These may serve as general ideas for appros 
though the ads must not be actually copied, 
the same slogans, titles* or catchlines used> 



TWENTY-FOUR TYPES OF ADS 



1 1 With "Pictorifd Interest" Dominating 

In this type the picture is almost everything. 
The illustrator is of primary importance and is 
picked for his ability. One half, three quarters, 
and t at times, a Full page *s allotted to him* It is 
therefore his whole responsibility to tell the story, 
to get attention and response. Such an ad is alxmt 
the greatest opportunity For an illustrator tliat 
there is. That is why much of the material of this 
book is laid out as it is, for here real responsibility 
is going to rest on your broad shoulders. 

2. Interest Centered on a Large Head 

Here is where character, expression, and the 
ability to portray personality come in. A large 
head, when well done } makes a good ad. 

a The "Eternal Appetite" Appeal 

People will always be hungry. It is our job to 
make them hungry for what we have to sell. 



4. Interest Centered on the Product 
The purpose of this type of ad is to impress I 

actual product on the memory of the public! 
offers great variety* 

5. Romance 

Romance is as eternal as the appetite. It 
always be the problem of the illustrator. 

6. Home and Family 

Over and over this type of ad appears^ 
there is always some new angle. 

7. Historical— Biographical 

Always presenting opportunity for interest a( 
thoroughly enjoyed by the illustrator. 

fr "Before and After' Subjects 

A. well-worn but perfectly sound approach, 

9, Prediction of the Future 

If it can be made convincing ( and someti 
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make them hungry for what wc have to sell. If it can be made convincing (and somet 
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GENERAL TYPES OF MAGAZINE ADS 



fantastic) it will almost guarantee attention and 

The Cart oon Type 
The cartoon approach is good because of its 
itrast to the prevailing seriousness of its neigh- 
:rs. It acts as a change of pace, and gets atten- 

, The Extreme Clcse-Up 

Very effective for otherwise dull subjects. Fits 

ery thing from houserlit^ to eyelashes, 

1 The 'Group Picture' Type 

Sometimes a group of pictures has an advan- 
tage over a single picture in story- telling value. 
For example; several uses for the same product. 

ft The Picture Continuity Type 

Borrowed from the comic strip, Tells a story in 
pictures. Here the artist must be able to repeat 
his characters under varying conditions. This type 
^$ms to \w losing punch, since there has been 
SO much of it. But maybe its still good, who 
blows? 

14. The "Action" Type 
Good action is always an eye-catcher > 

Sex Appeal' Type 
t will always be with us. 

J& The Sketchy Type 

There is a powcF in sketches often missed in 
labored work. It offers real advertising value. 

EiJd he used more, 
"Fear* Subjects 
ised on the instinct of self-preservation, and 
potent for certain types of advertising. 
Should not be too obvious or grotesque. 

|& Symbolical Subjects 
Unlimited in opportunity for originality. 

IS. "Baby" Subjects 
Will always stay. 

20. "Character" Subjects 
Heal opportunity. 






21. "Kid Stuff -One of the Best Seller* 

Who can forget childhood? What parent is not 
interested? There is practically no limit to ideas 
along this line. Children should be portrayed as 
realistically and naturally as possible, and not 
too dressed up. Child appeal lies more in whole- 
someness than in being beautiful. 

22. "Mother and Child" Subject* 

When well done they will always appeal, 

23. "Luxury" Appeal 

Such an appeal is best in times of plenty h when 
quality and good taste have a chance. Such ap- 
peal might also be listed as desire for prestige or 
distinction, and pride of ownership, 

24. The "Purely Imaginative" 

This is your one chance to go a little crazy, and 
most illustrators welcome it. 



My readers' attention is called to the books 
by Frank Young on advertising layout. Mr, 
Ynmjg's authority on the subject is t>eyond ques- 
tion. My personal acquaintance with Mr r Young 
and his work has been of great profit to me in the 
field, though I confess I cannot hope to compete 
with his knowledge and experience in the subject 
of layout. I believe every illustrator should study 
his works thoroughly t and I take this opportunity 
to thank him for his inspiration and guidance in 
the past. I liave made no attempt to teach layout 
in this volume, since it has been so expertly done 
elsewhere. For this reason I speak of the general 
types of ads only^ realizing that as layouts they 
may be open to considerable criticism. Frankly, I 
am not a layout man, and I only wish 1 were better 
at it. 

May I also call your attention to a recent book 
on modern layout entitled Advertising Layout, 
The Projection of an Idea, by Richard S. Che- 
nault This book is expertly done under the capa- 
ble direction of a well-known and practicing art 
director, and will clearly demonstrate essentials 
of real importance. 
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RELATING YOUR ILLUSTRATION TO THE WHOLE AD 



Even though you arc not called upon to lay out 
the whole page arrangement of a magazine ad. it 
is, as I have indicated, of considerable concern 
bo you. Much depends upon your carrying 
through the general scheme of layout as well as 
your execution of the pictorial idea. I will en- 
deavor to give you a few pointers which may help 
in the ultimate result. 

If your layout is already "busy" with compli- 
cated and space- filling material elsewhere h try 
to treat your illustration with as much open space 
as possible! keeping the masses simple, or not too 
broken up in light and shadow, In planning the 
subject, indicate the general masses or patterns 
of value on tracing paper and lay it over the 
layout. You will find that much can he eliminated. 
In a complicated and busy layout the illustration 
will look better if almost flat and postcry T witli 
little or no background, and utilizing the white 
space to give the illustration "air." A so-called 
"spotty" picture does not belong in a ^spotty" 
layout. No matteT how well done, the effect is 
unpleasant and the advertising value lost. Every 
illustration should offer contrast to its sumouod- 
ings to secure attention. 

The same is true of the "grey" layout, or one 
which contains large areas of small text or type 
matter. Unless a somber or "moody" effect is 
desired, the illustration should not also be too 
grey in appearance. It calls for the largest possible 
areas of snappy blacks and whites, against which 
the grey of the text will appear beautiful 

If the layout has good open areas of white 
space, you are most fortunate r Advertising iticn 
have been hounding their clients for years to see 
the advantage in attention value of white space. 
But unfortunately space is expensive, and the ten- 
dency by the man who is footing the bill is to fill 
the space to overflowing. In the long run ho is 
paying twice as much, since such an ad is only 
half as effective, if even that, White space can 
make or break an ad. In such a layout you can go 
the pictorial limit, getting at least four good con- 
trasting values in your picture. 

You can go back to the original four tonal plans 



in planning your illustration. If your layout ba 
ground is white, play some strong greys and darks 
against it, and also carry some of the whites of 
the background into the illustration If by chan 
your layout is to carry an overall grey or bla 
background, work to the other plans. Tlie poi 
is to put lights against grays and darks, or the 
reverse. Attention to this factor makes all the 
difference between an ordinary thing and a truly 
outstanding ad. 

The material in a photograph must ordinari 
be accepted and put into a layout as is, although 
sometimes an enterprising layout man will cut 
the figures or material in a photo as you would 
paper doll, thereby getting away from the gre 
ness or drabness of a subject. But it looks hai 
and "pasted on/' and has not the value of a goad 
sketch or vignette with planned lost and found 
edges which would interlace the subject with it* 
background. Such interlacing is necessary to give 
the unity of effect which is so important. 

In delivering your picture, it is well to point out 
that you have considered the effect of the whi 
arrangement, perhaps taking along some of t 
preliminary material by which you arrived at your 
presentation. Not having the rest of the layout 
around it, your original may possibly appear a bit 
Overpowering or even a bit weak, and if this h 
commented upon, you are ready with substan- 
tial reasons. This situation seldom occurs, how- 
ever, for comments usually hinge about the merits 
of the picture itself. 

If the product appears in the layout but outs 
your illustration, try by all means to carry the eye 
through your picture toward it, or at least in i 
general direction, by providing a route for the eye 
to follow through the design of masses, edges, 
lines. This will be greatly appreciated by the art 
director. Sometimes the product may be super- 
imposed, or so placed that it overlaps into the 
illustration . In that case, supply suitable contrast 
in that area to make the product separate in value, 
so that it stands forward in relief ► If the product 
appears within the illustration^ make it the point 
of interest by leading all possible lines to it. 




236 



I 



You can go back to the original four tonal plans of interest by leading all possible lines to it, 
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DEVELOPING THE "COORDINATION SFNSE" 
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It is admittedly difficult For the artist with 
tile experience, at once to co-ordinate his efforts 
to full swing with the advertising or ooin- 
erdal approach. Often the beginner will hear 
& phrase; "We are not looking for high art 
tare-what we want is good advertising." It is 
mi fortunate that a separation between art and 
advertising exists in the minds of advertisers, for 
can he conclusively pointed out that all die 
progress in art illustration that has been made in 
the past twenty years lias boon in the direction of 
eart. A study of the Art Directors Annttal t eov- 
ringa period, I believe, of more than twenty five 
rs h will prove if. Advertising is constantly ap- 
broaching fine art, and it is my opinion that it has 
fraught up with and in many cases is surpassing 
iiicli of the so- called "fine art" of the country. In 
e cases advertisers havtj singled out the best 
sts in the country from that standpoint, paying 
inyprice to get their work. No advertiser will ever 
object to fine drawing, good values, arrangement, 
jw!or> and conception. There can be no line of dis- 
tinction drawn between advertising art and "high 
lit" Either is only good or bad. The basic dif- 
ference between the two has nothing to do with 
pint, medium, or technique. The advertising 
ipproach leans more to the telling of the story, the 
psychology of appeal, attention value, and re- 
sponse. High art may be anything that has its 
own intrinsic beauty and is created for no other 
pujpose. 

Where advertising art may suffer by compan- 
ion is in the inconsistencies permitted, "Blurbs" 
or "balloons" may be boiTOwed from the comic 
jfrip and inserted into a finely executed painting, 
urith no better result diau to become incongruous 
and show extremely bad taste. When taste is sac- 
rificed for attention, what good is the attention, 
if drawn only to bad taste? Who can display bad 
manners anywhere and benefit by the attention 
p obtained? Advertising falls short of the mark 
Continually by the erroneous idea that tight aud 
fcnverinsistent detail makes the best picture. The 
chances are that such detail will draw attention 
away from the idea and product more than it will 



enhance it. Advertising fails with respect to color 
when it insists that color lies only in primary or 
spectrum color, with ono fighting another In the 
end, such an dt tempt only publishes, on a grand 
scale, the advertiser's inherently bad taste. If the 
advertiser does not believe cobr lies in tones and 
beautiful relationships, let him attend any techni- 
color movie. It is more brilliant than his primaries. 

Advertising fails sometimes because the people 
who are given authority to plan and order pic- 
tures may lack the fundamentals of pictorial 
knowledge, and hence may give out directions 
that are totally inconsistent with good advertising 
art. Oddly enough, the less n man knows, th^ 
more orders be is apt to give. The ablest art direc- 
tors, recognizing ability, give it every freedom 
possible, They get consistently better results. 

Tl^e best way to get the "feel" of advertising 
presentation is to thumb through a magazine. 
Take an ad, and on your pencil pad start moving 
the units about in a new arrangement. Eliminate 
some of the "dcadwood" for white space. You 
simply make blocks, lines,, and white spaces in 
miniature pattern in a design of whites, greys, 
and blacks. Out of ordinary layouts can come 
gems if thought is given to balance and design, 
Before long such experiment will begin to express 
itself in a flair for good spotting and aiTangement. 

Co-ordination between artist and advertiser 
lies in mutual understanding of intent and pur- 
pose. He contributes the merchandising theory 
and the spites as well as a imputable product- You 
contribute you]- understanding of light, form, de- 
sign, and dramatic interpretation. It cannot all 
come from either side, and your contribution js 
even greater than bis, for your particular knowl- 
edge is even more difficult to acquire. 

The best commercial artist is by no means the 
comp^eh? "yes" man. But he is willing to listen 
and co-operate in every way short of producing 
illustrations or art that he feels would actually do 
his reputation more harm than good. Rather- than 
deliberately make a very bad thing, let him have 
the courage to refuse the fob. When the job means 
only the fee, forget it. 
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A TYPICAL MAGAZINE AD ASSIGNMENT 



Let us assume that a call has come from the 
art director of an advertising agency. We find that 
he wants an illustration in black anil white for 
general use in the magazines. On the next page I 
give you a layout in approximation of ft typical 
agency layout* We assume the layout is to be fol- 
lowed for space allotted to each unit. The account 
is a company that manufactures heat control 
units. The headline is to be "Perfect Weather In- 
side" We agree that the Idea is rather novel and 
interesting. The psychological appeal is "Freedom 
From cold." Coupled with this would be love of 
home and faintly, and desire for security and 
comfort. We note that the contrast, or "before 
and after," is to be supplied by the small line 
drawing of a man m an overcoat subjected to a 
blast of cold wind. (The art director tells us that 
this: line drawing will be handled Inside their own 
art department. } Thinking further about the psy- 
chological angles,, we find that "freedom from 
care," "desire for relaxation/ 1 and many others, 
are implicit in this subject. All of this points to 
what we can do with the illustration. 

Let us show the father free to give his time to 
His little daughter, the mother affectionately hov- 
ering over them and interested. It is logical to 
entertain the child with a story hook in the eve- 
ning, when man is most apt to bo home, and when 
the outdoors is coldest. The busy art <1 [rector may 
not go into any mure detail than to say: "We want 
a sweet little family group, nil happy and warm. 
We want it well done, and we need it in a hurry." 
(Everything having to do with advertising is 
always in a hurryn ) He says he will not need a 
comprehensive sketch, but would like to see some 
roughs for general composition. 

Following you will find the roughs as they 
might be submitted, or which a conscientious 
artist would make anyway before hiring models. 
One of these is selected as coming closest to the 
purpose, and the models are called in and photo- 
graphed in the poses wanted. Several lightings 
are tried out, and many attempts arc made to got 
as closely as possible the expressions that will tell 
the story. 
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You will note in the final illustration an atte 
to get away from hard photographic detail. E< 
are considered carefully. A back lighting 
chosen, since it would be logical to light the b 
over one's shoulder, hut also it gives us go 
opportunity for reflection and luminosity wit 
the shadow. When there is no color to su 
subject, it depends entirely on values for p 
effect. Every subject should be studied 
for a good balance of darks* greys, and whites, 
black-and-white interpretation. The One thhi 
avoid in black and white is a feeling of heavin 
and darkness, especially in a cheerful sub} 
Values are so related to mood that sometim 
when not considered in that light, a picture m 
unfortunately present a mood wholly in o 
tion to the idea expressed. 

I believe It wilt become more clear, the f : 
you get in the craft, that the individual fee 
and personality of the artist is most import 
Pictures are so much more than filled-in oul 
of something, and the only place to find e*p 
sion is in the interpretation of the source— w 
means nature, light and form, plus your i 
ual feeling about it 

So much of advertising has so little personal! 
$0 much formula. There is such a tendency to 
tate, so little invention on the part of art dire 
and artist. It Is not surprising that often, wi 
the extreme tension and pressure all have to wqrj 
under, little thought is turned toward these Ehimgj 
The answer is not in your competitor's approach 
But so few of us exhibit any courage in sbivtnj 
for individual expression. Arid yet if it never ha 
a chance, it never can really come out into tb( 
light! ■, 

Let us start believing that our eyes, not mi 
ears, are as good as the other fellow's. Let us bej 
lieve we have as much right to expression as hi 
If we do not know what to put down, it h because 
we have not dug deep enough into the subject ojj 
into ourselves. If nothing in the world interest^ 
us, we would have no ideas. As long as there i 
something that does, we have a basis for expres 
sion of our feelings about it. 
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A TYPICAL AGENCY LAYOUT 
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ROUGH COMPOSITIONS FOR THE PICTURE 





AFTER CAREFUL CQNXlP ERATlON OF THE AGENCY LAYOUT WE dEUEYE W£ 
MAKE THE /OBJECT BETTER 3Y CROPPlMCr, GIVING LARO ER HE&DJ". A J GtVi 

TQUf TH£ HGORE* FACE OUT OFTrlE AD. IT .TEEM J" To DR&W THE ATT E. NTH 
AWAV FROM THE PRODUCT, RATHER THAN TOWARD !T, JO WE TRY TORNll 
TH8 FICTUREJ - AROUND, WE CHECK TH* J" WITH THE ^RT DIRECTOR BY PHON^l 
JHOW1NCTHE ROUCHX. WE ARE NOW READY "TO CALL IN MOD^LF FOR PHQH 
ORJTODlEX HAVING THEVP ROUCHJ' ViiLl MAKE TH£ a^ERA ^Op« TH/^j 

OUT OUR WAY INXTEAP OF OU* WORKING FOR THE CAMERA. TRY IT OUT 
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THE FINISHED ADVERTISING ILLUSTRATION 
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WHAT IS THE FUTURE IN MAGAZINE ADVERTISING? 
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It would ieena (hat magazine advertising has 
I pine almost everything possible, ilia I we have 
iached (he pi a re where di i pi irtft LOT i l$ inevitable 
Many approach, fiut magazine advertising must 
On, and unless we artists ran contribute some- 
ling more it would scorn that it is destined to go 
|Jljn [Tin cli trie tame way. 
One »f the greatest drawbacks to good taste in 
ver rising is the clamor for attention. Types gel 
bavierand holder. Color gets louder. Space gets 
Bill me d Space gets more expensive, and lis it 
bes, more has In "o into it. l-ivcrv artifice to force 
Itentiou is natural ly seized upon. Tt us much like 
; group of people in a room. Otic talks louder 

Iran another, forcing the next man to raise his 
r 

■nice also. l 3 erhaps sojik'Oin; boom* oi] the radio, 
tilcE sooi i everyone is shouting. The quiet digm- 
Eed person is hopelessly lost. A magazine ad 
k'Onlcl be a wonder Fill tiring ii : it conld be handled 
bii the basis of "Lot's everybody he quiet but me," 
La little boy once said. It reverts to the philoso- 
phy that 'If everybody insists upon being loud, 
frliiLcEiu T do hut shout?" 

But fortunately Hie printed word cannot shout. 
|f lure is a misguided conception of what boldface 
!ype, gfiudy enlor, Mmbs, and script can do. The 
wty element of eoi ttrast which makes those things 
bin attention, can make them mandible by lack 
if contrast when everything else On the page 
ishonts." Just lis quiet hi :i room lends distinction 
&z single modulated voice, so can simplicity and 
■pace lend attention to a charming presentation. 
Boldface type eats up the very space an ad must 
lave to l>e fully effective. II lashing color destroys 
iot!i itself and that very quier and contrast which 
jriiliant color demands. 

Suppose we have a floor strewn and cluttered 
frith everything under the sun. We sweep a 
square of open space and set an orange or an ap- 
ile in the middle of it. That, to me, is the principle 
sf focusing attention. If we had dumped a crate 
of oranges among the rest of the confusion, it 
would not have gained us one -tenth as much 
attention. 

This is the most difficult fact in the world to 
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get over to the advertiser, but the effectiveness of 
it, onee tried, is proved over and over again. I 
think of a Coca-Cola poster with the single word 
"Yes*' on EL as a single girl fig Lire in it proffers a 
bottle oFtbe product. I think of a Campbell Soup 
ad showing the head and shoulders of a boy who 
holds out a howl j with the title "More/ ^Yhite 
space enveloping a bit of bright eo lor— in the first 
example, a flat green enveloping a largo head. 1 
think of a jewelry firm showing a single piece of 
jewelry in the middle of a black page T think of 
the simple effectiveness of the McClelland Bar- 
elav Fisher Eodv ads, which are still advertising 
history. I eon Id go on with many more instances, 
proving that all the boldface and Mining types 
of approach never equaled these in selling the; 
product and the advertiser's name. 

Since we cannot put neon lights on a magazine 
page (even this h<is Ik-tu tried, as far as the pic- 
torial effect could reach! ), it would seem obvious 
that shouting and screaming is not the answer. 
Granted that contrast is valuable and necessary 
when possible, may it not be that the [jest pos- 
sibility felt for contrast is good manners against 
had? Can we not loud distinction through sim- 
plicity, sweeping up the ehi'ter of bad advertising 
with good white space? 

If advertising is to progress, is then? much more 
that can be done with copy and text? Are there 
aliv superlatives left? Not so many years ago the 
magazines produced die bleed page. This allowed 
an inch or so inure of space on each side. Every- 
body sei/.ed upon it who could afford it, for was 
it nor more space that, could he filled up? It made 
one ad a little larger than another, but to what 
purpose? The beauty of the white margin which 
gave effectiveness was finally pushed off the page, 
so that the ad merged with the carpet. Size, when 
crowded, has so little to do with effectiveness, I 
eall the reader's attention lo the fact that no mat- 
ter how big or small a face may be on the movie 
screen, wo are nE.'ver conscious of its being any- 
thing more than the face of a human being. Size 
only permits us lo see the same thing, in close-up 
appearance, from a greater distance. When such 
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attention. only pern ruts us to sec tbr saint; dung, m close -up 

This is tlit; 'most difficult fact in the world to appearand from a greater distance. When such 

243 



BETTER TASTE IN MAGAZINE ADVERTISING 
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an effect is an asset, it is valuable in advertising, 
lint size is always obtained at the expense of mar- 
ginal isolation or "breathing spate." When size 
laps over llie edges it ceases to function, just as a. 
man pan get too fat for comfort ;uid appearance. 
An ad can spill over its space as easily as a fat man 
over a chair. Little lias been gained by the bleed 
page, except to the very smart advertiser who 
takes it as breathing space, the extra room being 
wo] tli the extra cost. The bleed page is like an 
uniramed picture. 

If advertising cannot get londer and bigger, 
what is lef t? There is but one answer: better taste. 
Better taste in art, copy, and presentation. Adver- 
tising has grown out of its old clothes. They will 
not do forever. Instead of shunning good art, it 
must finally seek it, The: things that have made the 
greatest art will make the greatest ads — the 
straightforward presentation of truth, embel- 
lished wjth imagination and taste, simplicity of 
approach, subordination of the trite and irrele- 
vant, and the ine.diaustible reaching for. the ideal r 

There arc possibilities for art in advertising that 
have not yet been explored. But such develop- 
ments must come from the realm of art itself, not 
from the ad man's desk. The advertiser cannot, 
nor ever could, tell us how to do it. He tries to tell 
us what he wants, but he has to take what we can 
give him. He is more limited than -we. That is why 
we must not limit our individuality or ability to 
the things requested of us< We must give him 
more than he asks for. 

There is no other course open than to prod nee 
better layout men, better artists, and better copy- 
writers, for magazine advertising can never be 
anything more than the co-operation of the three. 
If possible h we must strive to eliminate the distinc- 
tion between art for advertising and fine art. It 
docs not seem quite logical to starve in order to 
produce fine art. at the same time keeping aloof 
from advertising. Instead of the ''fine' 1 artist's 
"lowering himself* to advertising, why should he 
not lift it up to the highest possible level? Cannot 
the observer enjoy a good thing as much from a 
printed page as from an exhibition wall? 



Can one doubt the effectiveness if one of our 
magazines were to reproduce a Sargent water 
color, or one of his amazing charcoal heads? 
Wluit, after all, holds advertising on a lower pic- 
torial level, but the art we produce for it? 

No, my dear reader, magazine advertising is 
far from having done everything possible. It will 
align itself with the best ability we can produce 
When we get good enough, it will stop telling ua 
what to do. It has its own department of good 
taste to dean up b in layout and presentation but 
that is far less to acomplish than the task which 
lies before ws. We must put the fundamentals to 
work as has never been done before. We must rot 
regard a year or two in art .school as all the study 
we need. Such study is only the apprenticeship to 
the individual study we will have to do for our- 
selves. 

There is no doubt that new forms of advertis- 
ing may spring up with new inventions. Publicity 
is publicity, whether we sing it, say it, picture it, 
or act it. Advertising is any way in the world to 
get people to look or listen. 

When we think of an hicrease in taste as the 
only answer to the future of advertising, let us 
consider the average motion picture of twenty 
years ago as compared with the presen t. Compare 
the acting h the presentation, the creativeness all 
the way through. The hero and heroine of vested* 
day could not possibly "get by 1 " today, nor could 
the producer. 

We can look at architecture, industrial design, 
engineering— every one has progressed along the 
lilies of greater simplicity and good taste. Adver- 
tising cannot bo the unique pi of ession which docs 
not need to change its; course. 

To prepare for the advertising of tomorrow, tto 
not look too much at todays ads, but look rather 
at life, nature, form, color, and design- Go to thfi 
only source that can give your work the Hue qual- 
ities tliat are so needed. Paint heads as if you were 
painting a fine portrait, paint form as carefully as 
you would sculpt it. Look for the beauty of tone 
and color that would go into an exhibition paint* 
ing. There is no better way. 
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pmitca page as irom an exnimtion waur ing, xnere is nu wtu=i way. 
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THE OUTDOOR POSTER 



The relation of reading time to advertising has 
already been pointed out. Nowhere is this con- 
sideration more important than in planning the 
outdoor poster. It is agreed among poster authori- 
ties that ten seconds is the maximum reading ttine. 
Therefore, the poster must be planned on that 
basis. Kow ( ten seconds is very little, and even 
that would be quite too long to take one's eyes 
;off the road when driving a ear. In order to give 
maximum reading time and at the same time 
cut down danger to the motorist, two plans for 
poster display are followed when possible. One 
is to place the board at an angle so that it can be 
Seen for some distance ahead. This accounts for 
the zigzag arrangement often seen in billboards. 
The other is wherever possible to place the bill- 
board in front of the driver and in such a position 
■that the line of vision is in line with the traffic. The 
number of words is cut to thu minimum and the 
posters arrangement is the simplest possible, de- 
signed to carry the maximum distance. Take it as 
an axiom h then, that a poster must he simple, direct 
in appeal, and capable of being quickly read, 

A large head probably holds first place in poster 
planning— or if not a head, Qien a large single unit 
i, of some kind, A single figure, especially if it can 
Reinserted lengthwise, is good. If half figures are 
used perpendicularly, more figures can be used. 
The poster seldom attempts the solid picture n in- 
ning to four corners, unless the subject is extreme- 
ly simple. 

Eight words on a whole poster is about all that 
should be used, including the name of the prod- 
uct and every word that can be further elimi- 
nated will he so much to the good. A poster with 
but one word is the dream of every poster m;m. 
Advertising agencies accustomed to preparing 
copy for magazine advertising often miss badly 
in planning posters. 

Flat or very simple backgrounds are almost a 
necessity- Some sort of a diagonal arrangement is 
good, since it contrasts with the usual horizontal 



and vertical arrangement of competing posters. 
Dropping the top line of the poster background a 
little and then letting the pictorial unit reach 
above it is also good. This makes a dip in the line 
of other posters and is a device for getting atten- 
tion, A line of lettering is often used above a post- 
er background for this reason. The four basic 
tonal arrangements given earlier in the book are 
almost indispensable to a good poster. Posters 
must be clean-cut, sharp, and in good contrast. 

The layout of poster sheets on the following 
page should be carefully studied, so that you will 
not plan posters with the edges of the sheets cut- 
ting through ey^s, fingers, or even through a head, 
if these can be placed on a single she^t. Do not let 
a sheet cut lengthwise through a line of small let- 
tering. If the bill poster is pasting on a windy day 
it is almost Impossible to match or fit the sheets 
together exactly. Every bit you can help the 
lithographer in reproducing your design results 
in a better job for both of you. 

Note that the half sheets may bo placed either 
at the top or bottom, or above or below the two 
larger sheets. This permits a good deal of latitude 
in your design, and you should be able to place 
your material so that unfortunate cutting through 
important elements can be avoided. 

Posters are sometimes syndicated, with space 
left for imprint of the dealers name. In that case, 
such spate must be planned Into the original post- 
er. Posters y even more than other illustration ma- 
terial, ncod to be planned carefully, You arc usu- 
ally asked to make a comprehensive sketch be- 
fore making the final, and that is a good thing, for 
a good poster is seldom guess work. 

There are several more or less "stock 1 ' arrange- 
ments of posters which should he familiar to you. 
It is really hard to get very far away from them 
and still produce a good one The horizontal 
shape of the poster is not easy to fill with good 
design, and is different from the usual shape of 
any other type of illustration. Experiment with it. 
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HOW A POSTER IS DIVIDED INTO SHEETS 



i.M/vCTft if ■*■ ty T/**£& TrrlL tf-fc'tw*^ 



■V- 



Uf i 



£ i— jr 




"i 

^ 1 

■- i 

__ ■ 

i : 
« I 






V 



: 



J=-<S^*R_. J ^ff^.rj 



^LVlBUJ^mVUfVUVI 



L' i. /. 




1 



> 



V----I *- /«■_■ J 



U*££L7S 



I 

^4£ F 1 J" ^^.ST'J, 



" ITitf ■■ -■ n- | fc ai^ n 



"l"#ri>-— # #***■*— +JLdfc, 



L^VOUT Ql" OUTDOOR POSTED JHEETJ 



VHPVP^^F^^P^VW^miP^VW^HmhrW^-HHWPWWMfe+^^i 



irr^ti rrntj-jr i Miiii we^ttt 




K££[*rN CT THE 

rT+ti 

l| ^jL..;— ,■ ^_i i . ^ ■.- j \t." -S-- :ij- — ' -i ■ •" 







& J^. T h f * 



'iJwv"--T -^--jm" W-iMV* 



j ( *nLw^.jJiJrH'WA:i»'i'l' , nr , ^J'v:'P^ 



■_>--.-• _•.-.■.-'.•- - 



.!■>■■_■■ L" j-j-i.- 



'* 



I 



PLAN YOUll PO XTIS.R 

A POJTE.H CAN JUJT A.T EAJILY BE PLANNED MQHT FOR THE L1THOG- 
liAPWERANDPAJTEG.. A VO\ D HAV1 NG .TWEET/" CUT THROUGH EYEJ", 
HOUTHJ, FlNGElRJ" ETC. WHICH WOULD LOOK ©AD IF JHBETJ* WERE 
PARTED J"L1QHTLY OUT OF ALIGNMENT. JUCH CUT.T ARE BAD FOR 
TH£ LITHOGRAPHED. IF YOU CANjCET THE FEATURE; WITHIN 
THE JHEET. WATCH THAT THE LATERAL CUTJ DO NOT JEPAftATE 
OR CUT THROUGH A i-l KE OF J"MALL J-ETTERINC N H E BETTERFOfc 
THE PLATED A 1<ER,THE BETTER THE PLATE J"," PO JT fcldHT, 
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TYPICAL POSTER ARRANCEMHNTS 




-JBMHHIMAk— 
?JA<3C?HiL iHftiHCCMEMT BEtWEEN HtMl: iNP C4PTlOM t C4H OS DlflCrOfJaL EITHER WAY. CfiTCHgj" E^E. 




LUSTRATION OtfBOTU fl DfcJ". /IttEAJ UtFl FOU C A PT I q>™ ,m A tA E Ofl PHQp-UCT. CAN IJEA-TOLlD PICTURE. 







UlJTKA"HQN OWBOTH riO^f. &n,E&J L£F* FOU CAPTfOM f WAMEOfl PHQDOCT CAN BE 4 4*OLID PICTURE* 
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TYPICAL POSTER ARRANGEN4ENTS 




CENTERED IKITERlEXT, LliTTERlNQ AT -Tl D E f. 




/U0JECT OVE^l N^^ie. 



FIVE MINUTES TO PREPARE! 
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A TYPICAL POSTER ASSIGNMENT 



Let us suppose we have been commissioned to 
an outdoor poster. We will take a fictitious 
flHlucl tin d I shall trv to earrv it through to com- 
fel Eon exactly :is I wcinld were it an actual prob- 
n. Suppose we take 3 so fi drink, a Mine drink. 
(Vc will cull it "Zip," since I know of no actual 
xluct by that name. Now, if it is a lime drink, 
;ie ]tiay he sonic people who do not tike a drink 
sour; so I ho problem might easily Ik; to pro- 
juce fin attractive poster emphnsi7ing the point 
Ml "it is as sweet lis you like it." This calls to 
iiijd several captions; 

fowl a.? r/rw like H Cotilihtt he. sweeter 

sweet enough Sweat oi-- can ha 

Tiics last one in probably the best h It calls to 

aiiid a sweet young girl, hut since the drink is 

jittid "Zip/' she shoitM have a poppy breezy 

ualitv about her too. We mu.st show the hot tic 

jel perhaps a glass. If we show her in action, 

lie bottle and glass would have to he sc:pa.ra.tt;. 

dn Order to tie the figure directly to the product, 

el us show her holding the bottle and perhaps a 

nearly Filled glass. Since this is not very active. 

will go to the other extreme. She is dressed iu 

ly clothes, lias been active by suggestion, and 

now relaxing after exercise on some sort of an 

outdoor lounge. 

I should say that si 10 should he looking out and 
tiling tit yon (it will ever be thus ). The poster, 
ein^ long in shape, compared to height, is ideal, 
tn, for the subject. 
The product name or trade- mark would have to 
mcoq)Oratccl into so eh a poster- So we will 
esign one here, though in a real order it would 
ilrcady he worked out. T have never been an 
*pt!Tt Eetterer, and that part has always been 
fcec care of either by a lettering man under my 
re or by someone who is buying the poster. So, 
jrer.) though some may find my lettering nt fault, 
[will do the hest I can, and ask your Indulgence 
\u that part of it. 
I have fust drawer a few pen oil roughs for gen- 
ii arrangement, very sen all. For lack of .space, 
since ail hut two were discarded, T will not 
tfoduce them. However, from the two most 



promising T have worked out two a little more 
complete in the size of four hy nine inches. These 
must be reduced a little to fit our book pa^e size. 
From these I have worked ant two color roughs. 
Since these are for genera! effect and color choiee, 
I have made them as simple in treatment as pos- 
sible. Were T to submit an actual color sketch, I 
would carry it farther and make the sketch ten 
hy twenty- two and a half inches in size. 

Choosing one of the sketches. I now call in a 
model ami set up the pose the bcsi 1 can. 1 would 
cither work from lite or take photos. I waul tin 
animated smile, and want to nail it down, and 
since J have worked out a fairly good color 
scheme, I take a photo based on the roughs. 

Selecting the best print, 1 proceed with the 
final work. The painting will be in the proportion 
oi twenty hy forty- five inches. The reproduction 
will he made from this large painting. J now lay 
out the poster in charcoal. First I lay nut the 
sheets. I find that, by using the half sheet at the 
top on the left side of the poster. I can bring the 
girl's face completely within the second sheet 
down, Also it brings the caption onto the half 
sheets at top. Satisfied that everything is going to 
work out Tor the lithographer, I start the final 
painting. The background is painted in first, then 
the red lounge. The background is a color maxle 
up of the color in 1 douse, lounge^ and the while 
shorts. The white shorts have been related with a 
little of the oilier colors. 

The picture has been compJc-rod and the paint 
allowed to dry, J now add the lettering and some 
final touches to the whole thing to bring it all to 
completion at the same time. A white margin was 
lef( around the painting to simulate die blanking 
space of white which Is around every lithograph 
outdoor poster. 

There has been a hue and cry against outdoor 
posters as defacing the beauty of our cities and 
countryside, fn the open country they may he 
an eyesore, it is true- but just as often they may 
screen dilapidated buildings or empty lots heaped 
with rubbish. With better aft they need not he 
ugly- It's up to you. 
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since an mix two were ens carded, I wiJj not warn ntbl-n.ili. iVith hnttor nsrr rhr?y need not he 
tfodure them. However, from the two most ugly. It's up to you, 
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THE IDliA ROUGI I1ZD OUT 




A^OOD ARRANGEMENT, HOWtVERTHEQRLJ LEG \5 API" TO PULL ATTENTION 
AWAY ^OM KAr^£ PLATE, OR OUT OF TH£ POSTER . SO W£ WELL TRY AtTAltt, 




<JOOP ( BUT WOW THE; LE<JV ARE 1"00 JOSORD fWATED- THE AN J"WER LIE J - BETWEEN Ttf£ 
TWO /KETCHEX, P(?05ASLY (N RfSOPP'KC? THE l<NEE OFTHE<^|RL IN TO P (tfOGH, 

AFTER /EVEiRAL JK1ALLER fJOOGH; THET£ /EE^ED MO/T PROMI/iNtf AND W£EE 
DRAWH UP MORE CAREFULLY, KEV^AL! NtT A TECHNICAL DIFFICULTY. IT 
WOULD HAVE BEEN BAD NOTTOHAVE t> LTCOVER E D JUCM ERROR EAR.LYIN 
THE WHOLE PROCEDURE ,PROVlNC THE VALUE OP G&aEFUL PLAN N I U Q . 
FROM THIJ" PCttNT ON, THE ARTtJT WO OLD E-EGlN TO THINK OP COLQR^-fTAeriNC 
WITH JOf^E T1MY ROOCHJ". WHEN H^CETXA COOD ON£ HE: CAN LAY COLO &_ 

rig:ht o^er^ the xelectec? pencil rougher make several qo ick 

ROOCHJ OF {? I FFER.ENT JCHEME LARCE ENOUGH TO CAR.R.V AC^OJj" TH£ ROQM, 
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HALFTONES OF THE COLOR ROUGHS 




$Mtl?T *ti& O.-^v fj-/\' 




THE COLOR ROUGH/ CAN BE DONE FROM MQPEL OR PHOTO.ORTHEY 
IAY B£ DONE WITHOUT DATA, tP NOT TO BE JO E>M \TTBP* JUCH RQWH-TA/ 
'HE/E AR.E FOR THE ARTU^ OWN EXPERJM ENT iNP JATl/FACTJON, IT AMOUNT/ 
THE A/.TURAMCE THAT ALL I J WELL (OR OTHE.kWLTE) , -/ATiXFJEp , HE MAY CO 
iHEAO WETU TH^ FJNALWORX, ^TOCfl ROOCHJ J>IOOLD ©E LOOKED UPON AJ" 
EQUALLY IMPORTANT A S THE FINAL WORK £ND A PART OF fT, FOR. IT VSJUL 
(CORPORATE THJE BIG THfNG/ 1 THAT ULTIMATELY MAKE A GOOD FOSTER-, 
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THE FINISHED POSTER 




■wan 



H«re we have the finished poster, and it could have been any one of a half-dozen ideas or schemes, 
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DISPLAY ADVERTISING 



$thograi>k cut-outs a nd displays may be consid- 
er as having somewhat more reading time than 
tdoor poshes. However, such reading time is 
t always leisure as in the case of magazine read- 
g. fn fact, most displays must be seen when 
fopople are in a hurry, passing windows, shopping 
lunching or going to and from work. Therefore, 
I flic dispky should be planned for brevity of text, 
| Simplicity of pictorial elements, and directness 
ol appeal. 

First let us consider the various types of dis- 
mays. The most consistently used type is the 
Khgle panel 5 with lettering or message on the 
ictore, above or below it. This mav be supported 
])V an "easel" in back, or be made to hang on the 
mall. Sometimes some sort of a base is used to 
hand it on, and sometimes the actual product or 
package is displayed upon this base or stop. There 
pe single-sheet displays and posters made to be 
pstcd, tacked, or bung up. Such single-sheet 
pter s are not mounted on stiff board as are all 
ph«s. (Li most eases the mounting is done after 
be printing. ) 

l With other types of displays, all sorts of ingenu- 
ity i$ used in die-cutting, and in experimenting 
titli various folding and interlock! rig devices for 
stability. Almost any thing can be built of card- 
board in this manner, often producing a threc- 
j dimensional effect and giving great latitude for 
ueativeness not present in other forms of adver- 
tising. A figure or group may be cut out and 
Raced in front of a background. Displays can be 
psl intriguing and tricky, Intricate die-cutting 
6 expensive, however, and therefore such die- 
, {«! ling is held to a minimum. Cutting is usually 
Banned for the outer contour, without inside 
mts, such as a space between the elbow and the 
fcdy. Such holes require separate dies, The dies 
: ten not cut extremely sharp points and angles, so 
fey serrations and intricate outline should be 
|™ded. The die is a steel baud which must be 
p or bent around the outline, 



Another type of display is the three- wing vari- 
ety, set up as you would a three-wing screen, or 
having the wings locked into place by locking 
devices, Jt therefore stands without back support, 
and its advantage is that it may be set at the back 
of the window or against the wall on a she]f, with 
products displayed in front of it. ft is usually 
planned with the middle panel largest and carry- 
ing the main pictorial interest. The side panels 
may be used for the products, or for the adver- 
tising message. 

The "two-plane" type of display is usually die- 
cut on the front plane with some sort of opening 
to the back plane, providing a permanent back- 
ground for the pictorial matter, since a single- 
plane cut-out might appear against any back- 
ground, often losing thereby in effectiveness. The 
back plane may be pasted onto the front in a box- 
like tLrrangemeiil so that it will fold flat for ship- 
ment. The effect is that of malting the cut-out 
material seem to stand out in space, and with 
the added rounded ness of modeling by values, a 
very lifelike appearance may be achieved. This 
illusion of reality adds so much in attention value 
thai it merits additional expense in producing 
such an effect. A display like this should be made 
in miniature and discussed carefully with the 
client, who when he sees the enhanced efFect is 
more apt to feel that the extra expense is justified. 
A very popular type of display h the large cut- 
out figure which stands around the store in con- 
spicuous plac<is. Artists have nicknamed these the 
"Oh, pardon me" type, for people are always 
bumping into them and taking them for real peo- 
ple. In such a display the legs and feet are a prob- 
lem h for a fairly wide and quite solid base muit 
be provided. Small feet would break off, and the 
thing would always be falling over, Long dresses 
of course are the best answer, and when you are 
not able to use one, the only thing left is to put 
something in the way of a background behind the 
legs h or just some dark color. 
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DISPLAYS ARE "POINT OF SALE" MERCHANDISING 



The: greatest value in display advertising is that 
it is displayed where the product is «olcJ, and, seen 
by the customer, becomes a direct salesman. It 
docs not need so much "memory value"; rather 
it is "on-the-spot" selling. Therefore a good dis- 
play should not he general selling, but a positive 
person-to -person type of selling. The word "you" 
is excellent in displays. Let vis say that the objec- 
tive can be summed up in these phrases: "Here 
it is p buy it" "Try it now"; "Take it with you^ 
"It's good, buy it." 

Often a good display may be built aroimd its 
use or application. A huge toothbrush may be 
brushing huge teeth, a large lipstick might be 
touching full large lips. Large hands may be 
applying nail polish on large fingernails. Or we 
mays] 10 w t he i n e v i t able pre t ly gi rl u s tng or apply- 
ing the product As in outdoor posters, the large 
head seems lobe most effective. In fact, anything 
may be enlarged to gain attention, 

Bii-sic appeals apply to displays as much as to 
any other advertising. Sometimes displays are a 
final co-ordination of other advertising into a 
direct cons um ci" appeal. 

Let me say that in displays the advertising pos- 
sibilities and opportunities for the artist aTc hardly 
touched. We have had, of course, millions of dis- 
plays. Unfortunately the full value artistically is 
seldom reached. In recent years the lithographers 
customer has been encouraged to buy some of the 
best art talent in the country, and for this reason 
some displays are beautiful- There is still much 
of the garish and gaudy, the cheap and tawdry. 
But the field is steadily improving, with better 
conception and better execution. There is no rea- 
son why a display cannot bo as fine a work of art 
as any museum painting. I am sure the crudity lies 
in the conception rather than in the demand or 
interest of the public Why must the belief persist 
that poople cannot appreciate good art? 

I am sure that misconception has been a part 
of the lithographic field too long. The better 
lithographers arc proving every day that the bet- 



ter art pays, and attracts, and sells. We do not 
need the gaudy stuff to sell. 

It cannot be denied that brilliancy of color Si 
good it 1 a display, but lithographers apparently do 
not yet know of "relative brilliancy," and that it 
is really more brilliant and beautiful than (be 
everlasting combination of raw primaries. Lithog- 
raphers have shied from tonal or greyed colors as 
a horse shies from a snake, not realizing that the 
support of such color makes the brilliant cob 
sing. They do not know that pure yellow robs red, 
pure red robs blue, and by their very fighlmgdiey 
give most of its a negative response amounting to 
an acute pain in the stomach. The public in flol 
sold when nauseated, and some day there will be 
a law against concocting poisonous uolor for pub- 
lic consumption just as there is against concocting 
poisonous food. Both can make one sick. The bur- 
den of responsibility falls on you, young artists; 
to begin the crusade of good color. T think you will 
do it I wish 1 could paste up a huge sign in ever) 
lithograph plant: *If yoti use one fuH^trcngih 
primary, for Fetes sake tone the other 
That is all it needs. And you can tone them wi 
a bit ef the full-strength one. It is as simple 33 
that. 

There is so much opportunity still left for orig 
nudity in displays. Instead of the hard-edged 
pasted-on type of illustration, so much can be 
done with quality painting wherein values, s 
n esses ( and beautiful tone all play a part. Wh 
cannot a display be done in the manner 
lovely portrait instead of a pasted- up ph 
graphic thing On which all modeling has b 
bleached out for the sake of SO- ej lied "el 
color"? Cleat i color i& a delusion— for instance, die 
idea that flesh can contain nothing but red 
yellow. Clean color lies Jlj the [rue value and uotli 
ing else. There is no real reason for lithograph] 
lagging behind the other fields in art production 
With better art understanding, lithography could 
well lead the pack. But many ills must first b 
cured . 
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Let us suppose we are .searching for an idea for 
a display. As pointed out, iJ eas spr f ng f rom f acts 
about the product which can be related to psycho^ 
logical appeal To make the appeal, we cither 
make a promise that will bring sfttisf action, we 
satisfy a desire, or we seek to alleviate a situation 
that is unpleasant. Naturally our basic intent is to 
feferert.th© customer in, and to sell, the product. 
Fitting the basic appeals to the product, it then 
incomes a matter of evolving material that will 
jcarry through the complete purpose and intent, 
! To assure us that our idea and approach is sound 
i We can Jist the elements that should be incor- 
porated ;nto a good display, *nd make an analysis 
of the material to see if it comes reasonably within 
fehsse requirements. It must be reaped that no 
matter how beautiful the art work, if the function 
.Of the display fails, all j s fo^ including our effort 
land our client's inv^tment. Therefore it is well 
I to cheek with the Mowing requirements when 
i preparing a display. 

ESSENTIALS ANE FUKCriOXS OF A COOl> DISPLAY 

1. It must establish contact with the purchaser at 
the point of sale. 

a. It must be seen clearly from the sidewalk 
or at considerable distance in a large 
store. 

b. To be seen and to carry well, it must be 
of simple design and good color. 

c. It must call the customer's attention to 
the product, 

2. It must conclude a sale, if possible, on the spot. 
Therefore : 

a. It should contain a convincing sales argu- 
ment of some kind. 

b. The pictorial content should amplify such 
argument, 

c. For required visibility, such pictorializa- 
tion should be composed of large units, 
stated simply and with good contrast to 
background. 

% It should identify the name, package or wrap- 
ping, and use. Therefore: 
a. It should picture the package somewhere 
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WORKING UP IDEAS FOR DISPLAYS 



on the display, or be designed to exhibit 
the actual product, 
b. If the package is small, it should be shown 
enlarged enough to secure attention and 
identification. 
4. Any sales argument should he based upon a 
sound appeal, and the merit of the p^duct 
should be made as evident as possible. 

a. It is most effective with person-to-person 
copy so that customer is personalty ad- 
dressed, 

b. If general appeal \& used, make sure that 
it is directed to the average person. 

c. If the appeal is specifically to one sex, 
make sure the appeal is a logical one for 
that sex, 

5, It must be brief and to the point. Therefore it 
should : 

a. Assume that the customer is in a hurry. 

b. Incite curiosity and interest. 

c. Create a desire for the product. 

From the above you will note that display 
advertising follows in a general way the typical 
routine of all good advertising. The main differ- 
ence is that instead of striving for an impression 
upon the memory, it calls for immediate response. 
In the selection of material we should weigh this 
carefully. Does it concern the reader specifically 
or generally? Let me illustrate the difference in 
the two following catch lines: "How is your 
breath this moment?" This for immediate reac- 
tion as opposed to Takes away unpleasant 
breath," which does not lead the customer to 
question his own breath or assume that be needs 
the product. 

It is good to make the preliminary roughs for 
displays on a two- or three-ply bristol so they can 
he cut out and set up in miniature. You may not 
have much to do with the idea and text at 'first, 
but by proving to the client that you understand 
the whole set-up you will become more and more 
valuable to him and will be granted the oppor- 
tunity to exercise more of your own taste and 
Judgment with each commission 
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WORKING WITH DISPLAY LITHOGRAPHERS 



In fairness it must be pointed out that for the 
artist the display field is highly speculative. Un- 
like tho other fields, the lithograph salesman will 
rarely come to you at the outset with the order 
for the filial picture. He is ordinarily competing 
with several others h and while he is willing to 
spend money to get the final order, he cannot 
guarantee you that there ever will he an order 
for the final work, since the display may go to 
some other lithographer. All competing salesmen 
are going to make the best preliminary showing 
possible. To outdo one another some will submit 
finished paintings, which makes it difficult for the 
others. Since the lithographer may have only one 
chance in five or ten, he may hesitate to order and 
pay full price for a finished painting. Each would 
be content to submit roughs if sure that all the 
others would follow suit, but until lithographers 
get together and agree upon ethical tactics with 
one another, this situation will continue. Thus 
the salesman is rather up against it. If the sales- 
man can land one order out of four, h£ is indeed 
a good one< 

On the other hand, there is no reason why the 
artist should bear the burden of this speculation 
hy producing a finished picture that has such odds 
against it without any guarantee of a selling price* 
Every lithography house accumulates a "morgue" 
of unsold paintings, and the paid-out value runs 
high. If a salesman can "resurrect" or revamp an 
old picture, either yours or his, this is one way 
of cutting down sales cost. If a new picture is 
needed, he may come to you with any kind of a 
proposition to hold his costs down, since he does 
not want to hurt his prestige by adding to die 
morgue^ 

1 contend that the fairest arrangement is fifty- 
fifty. The artist may gamble half the sale price 
with the lithographer. If the job sells, he gets the 
uther half and sometimes a bonus, if it does not 
land the order, he is entitled to half the original 
price for bis time and labor. Under no circum- 
stances should the artist take the whole gamble, 



and reputable houses seldom ask him to do sa 

If the artist is striving to make a reputation 
such a gamble may be sound from a business 
standpoint. Getting a good display reproduced 
has a compensating value in publicity for him, 
Rowevcr h if the artist's time can be otherwise so 
filled that he is not called upon to speculate, then 
it is fair that one client should pay as much for his 
time as another, with no special privileges to the 
lithographer. 

If he works for an agreed price, to be paid in 
full only if a final painting is made, the artist tan 
speculate with a preliminary sketch at a reason- 
able cost, and this can be submitted with full-size 
tinted photostastic copies. In the case of better 
artists, even the sketch and the "blow-up" accom- 
panying it stand a good chance against other fin- 
ished work. Then if the sketch docs not get the 
order, it does not represent heavy loss on the part 
of either artist or lithographer. 

You can hardly blame the lidiograplicr for 
wanting finished work if he can get it, without 
going the full limit of cost. Nor can you blame the 
artist for not wanting to shoulder the whole gam- 
ble by doing a finishtid painting for nothing if the 
order goes elsewhere. You can make your owe 
deal, but remember that if your work is consid- 
ered geod enough to submit, then it is too good 
to do for nothing. Do not accept a "double or 
nothing" proposition, for it does not stack up with 
the odds of less than a one-to-four chance of sell- 
ing. If the art were the only thing that sells a 
display, tlie odds might be better. But poorer art 
than yours might still get the order if it were 
coupled up with a better idea, and the idea may 
not be the artist's at all 

I have had instances where the lithographer lias 
voluntarily added money to my bill when the 
order has been secured, or when some litho- 
graphic work purchased in the past turned out to 
be a "bell-ringer." It proves that, while struggling 
hard to make a profit, they will share it when 
they do. 
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CALENDAR ADVERTISING 



nt theory of calendar illustration is just the 
reverse of displays. The Appeal is general rather 
Ihnn specific. A calendar must fit almost any prod- 
uct. Therefore there is seldom any direct connect- 
ion between the picture and product, arid unless 
pccially prepared the picture would not contain 
specific product The product of course could be 
eneralized. Mich as beer, bread, or something 
Id under many unities, or it could be planned 
or an industry, such as automobiles, hardware, 
airics, and bakeries. However, the purpose of the 
lendar is directed toward good will and con- 
inued patronage, stressing service, quality f and 
onomy. The object of the calendar is to pro- 
te friendliness and good feeling. 
It is important that the illustrator sense the clif- 
cnecof psychological appeal in the calendar as 
compared with other types of advertising. Calen- 
dars are coupled with Indirect selling, selling the 
firm or business rather than a specific product, 
his is known as "institu tional advertising. 1 ' Since 
e sat in; product might be bought at a hundred 
CCS, the calendar assumes importance in the 
tionship of dealer to consumer. Or, in the case 
a calendar advertising a specific product, it 

Incomes an appeal of the dealer to buy that 
roductfrom him. A dealer imprint space is there- 
fore left on nearly every calendar, whether the 
Idvcr rising is specific or general. 
As a result of this difference in approach, calen- 
nr illustration leans to general human interest 
ibjeeLs, ideas that appeal to the emotions, creat- 
ing amttmeiilal response. The calendar does not 
incite to action, curiosity, or the urge to buy. 
Bather, it creates satisfaction, lends tranquillity, 
brings contentment. I do not mean that a calendar 
cannot poj tray action. Sometimes action is very 
good, as in calendars depicting sports, or in Sub- 
ts that are action within themselves, But it 
st be remembered that a calendar must be 
cd with a long lime compared with other types 




of illustrations. Suspended action can get mighty 
boring when you wait three hundred and sixty- 
four days for some trivial thing to happen. It is 
some tiling like the effect of a motion picture get- 
ting stuck in the projector, with the resultant boo- 
ing and catcalls from the audience. 

Much of the appeal in calendars is by associa- 
tion with present and past life, recalling pleasant 
memories, or making a picture "strike homo" to 
one who has gone through nmeh the same 
experience. Calendar pictures maybe those which 
provide an escape from the monotonous routine 
of life into fanciful dreaming. Psychologists point 
out that we all have two Httle worlds to live in, 
the world as it is and the world as we would like 
it to be. The latter is the one of dreams, ambi- 
tions, and the escape from reality. The calendar 
illustrator has much to learn from psychology. 
Relief from ted i inn is sure-fire appeal. Make a pic- 
ture a man or woman can dream En, or escape into, 
and von can hardlv miss. 

I believe this factor accounts for the tremen- 
dous popularity of the Maxfield Parrish calendars 
of the past, f fe provided the dream castles, blue 
skies with billowy clouds, children and lovely 
ladies out of an other world. But there was another 
thing— he gave it all a sense, of reality. So wo can 
make fancy real. We can provide trips to moun- 
tain streams that people love but cannot reach, 
Wc can glory in the outdoors, and the activities 
most of us would dream about. We can sail blue 
waters with billowy sails, provide adventure, love, 
romance, appeal to patriotism, glorify the home 
and simple life. We can seek out the things that 
would give pleasure, relief, and relaxation. The 
pretty girl of the calendar may give a man an 
imaginary romance^ his "dream girl," so to speak. 
We can give youth to the old, romance to the for- 
gotten, vitality to the weak, broad worlds to the 
narrow. No wonder calendars go on year after 
year as a permanent institution. 
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BASIC APPEALS APPLIED TO CALENDARS 



My feeling, just as with displays, is that the cal- 
endar opportunity has hardly been touched. Cal- 
endars offer to ;in even greater degree a channel 
for realty fine art. Unfortunately, much of it has 
been i cheap* tawdry, ami with maudlin sentiment. 
The chief worry of the calendar house will always 
be subjects. The next worry is finding artists with 
enough ability to do them. When the artist can do 
more thinking, better calendars will be with us. 
The day of the inane pretty girl holding a net is 
almost over, 

Let us look at the green pastures open to us. 
Again, the basic appeals hold good. The home, 
the soil, children* animals* serenity, security* pa- 
triotism, religion, are just a few. fn addition to 
that approach, thurc is everything of general and 
popular interest, as the Boy and Girl Scouts, com- 
munity activities, youth movements, military in- 
terest, school, spoils j charities, recreation, churchy 
vocational enterprises, and many others. Almost 
any example of valor, generosity, kindliness, 
thou ghtf u Incs.s h faith , eonfiden ce, patriotism h con r- 
tesy, netghborliness, courage— in short, all the 
finer qualities oF humans— is good calendar ap- 
peal, Simple, homely ideas take on just as much 
greatness as more grandiose ones. 

I have noted that many individuals tear off the 
calendar pad and use that alone. Inquiring why, 
I found the answers interesting and revealing. 
Here arc some of the reasons. One man remarked 
that the picture was so sexy that it reflected back 
on his business and personal character. Being a 
respected person himself, he wanted nothing to 
injure that reputation. Another said* "It's so gaudy 
you can't sec anything else in the room, and T be- 
lieve my other things reflect good taste/ Another 
said, "Why should I use my home as an ad for 
some garage? If the lettering were not so big, I'd 
have kept it." Another said, Tin sick of bird 
dogs." Still another, "That \m\t the way the out- 
doors looks to me, there is something wrong with 
the colors." Whatever the reason, if they keep the 
pad and throw away the picture, the artist, calen- 
dar house, and advertiser have all failed. It shows 



that there is somewhere a lack of ability, a lack 
of good taste, and a lack of understanding. There 
is no reason why we should consider the public 
as lacking in appreciation and good taste. There 
is no proof whatevor that there is not apprecia- 
tion, but, On the contrary, plenty of proof thai 
there is. There is proof that the public taste leans 
toward sentimentality, hut that is nothing against 
it. By vote* during the Century of Progress Expo- 
sition at Chicago, Breton's "Song of the Lark," a 
peasant girl with a. sickle at twilight, Whistlers 
"Mother," that grand old lady, and similar sub- 
jects led all others in popularity. That means they 
would still still as calendars. It also means that 
sentiment need not be dragged in by the heels. 

Summing things up, calendar appeal should be 
colorful but with some- dignity , alive but not 
jumping off the walls. There is room for good 
taste in subject, sentiment, design* color, and 
execution. That is not an easy order, but it is what 
is really needed. You may he certain that truly 
good calendar subjects and ideas will find a mar- 
ket, M uch of the bad stuff you sec is used because 
there really is not enough of the good to fill the 
demand. Calendar bouses arc combing everv 
place, all the time, for good material, and only a 
small portion of what they find is really good. It 
is a mistake to think that pictures turned down for 
every other purpose will finally sell as calendars. 
While it is true that pictures which won Id be good 
elsewhere might also make good calendars h the 
converse is far from true. Calendars offer oppor- 
tunities for fine work not always present in other 
fields, and for the very finest kind of reproduction 
and printing. Good calendar paintings are by no 
means cheap in price. Some of the highest-paid 
artists arc commissioned yearly at top prices to 
do the best calendars. Keep your eye on the cal- 
endar market. 

Calendar houses, if a man is good, may offer 
exclusive contracts or arrangements. The artist 
must decide whether he wants to work that way 
I myself have never liked exclusive arrangements. 
1 prefer to keep the door open- 
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A CALENDAR CAN BR ANYTHING THAT IS GOOD 
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ESSENTIALS OF COOD CALENDAR ILLUSTRATION 



L It must create: enough of a response that one 
will want to look at, lifting it, and keep it for 
its own sake, as well as for the conveniens 
of the calendar pad. 

2. Its subject and meaning should be clear to 
anyone. 

3. By preference it should be soothing, relax- 
ing, restful, since it must he looked at for a 
long time. 

4 If it can provide an "escape from boredom/ 
so much the hetter. 

5 If it contains action, let it be of the lively, 
healthy sort intended to release pent-up 
energy, nothing to induce emotional unrest. 

6. The color should by sill means he harmonious 
if it is to keep its place on the wall. Raw colors 
eventually irritate r 

7. The sales or merchandising approach should 
be indirect. 

8 . Sent Em en t shoul [ 1 he ge n ui n e and con v in ci n g 

and not overdone. 
9. It should not be ton seasonal if this can be 

avoided. 

10. It should show the better human character- 
istics 

11, It should not show cruelty, racial prejudice, 
malice, or other negative traits. 

1& Mode or style should he generalized enough 
to he good for some time. 

13. It should have full meaning with or without 
a title. 

14. It should he entirely original, containing 
nothing that could be considered as copied 
from other work or copyrighted material 

15. Its design should give it carrying power or 
attention value across a norma Usi^ed room 
or store. This means simplicity. 

Calendar subjects may be sold for 'calendar 
rights" only., retaining (lie original Or the sale 
may he outright the picture becoming the undis- 
puted property of the calendar house. Some firms 
require a release fi^oni the artist of any further 
claim. If a calendar has been sold once, it cannot 
be sold again For the same purpose. 
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It is unless to try to l 'fak:e" calendar pictures. 
Yon will only get them back. Calendar houses arc 
too aware of good art and good craftsmanship. 
Do not copy any picture of a motion picture star 
and expect to sell it us a calendar. Such a project 
would require a special release from the subject. 
In fact, you cannot use any printed copy as calen- 
dar copy Subject and materia! must be all your, 
own, so you can release it with a guarantee that* 
there can be no claims against the calendar house. 
Any material submitted should be securely 
wrapped and postage paid both ways. 

Any color medium may be used for calendai 
reproduction. Here is a good market for paste] 
I believe oil is preferred rather than water color, 
though I sec no reason why a water color would 
not he used, if good enough. 

The full composition, or picture carried out 
to the four corners or at least with color bacl£' 
ground, seems to fare better in selling calcndf 
people. But (liis is just an opinion, and I think it 
really depends on subject and execution, no mat- 
ter what the subject Or medium. Wit and gcod 
humor play a strong part in calendars, though I 
know of no calendar house that actually buys 
comic drawings . 

The calendar, like the poster or display, 
very well adhere to the four basic tonal plans 
must be seen, and must carry, as far as possible^ 
a ad there is no better way to get this quality. Yofl 
may find calendars with delicate subjects, bat I 
believe I am safe in saying that those with good 
contrasting values and arrangement stand the 
best chance. Related color will a] ways apply be- 
cause it is good eolor. The calendar people cer- 
tainly want vitality, or brilliance, in their subjects, 
and at times overstep the limit into bizarre and 
gaudy color. One thing is certain: they arc not 
interested in drab and muddy pictures. These 
will inevitably come back unsold. Figure su 
jects must have some story or meaning, and n 
be simply portraits of people. liven finely pain 
heads will be returned if they have no sentimental 
appeal to the public. Some calendar houses have 
"line cot] unit tees" which pass on all subjects 
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PAINTING FOR CALENDAR REPRODUCTION 



Calendar reproduction should be considered in 
a different light from reproduction For magazine 
pages. The latter must be printed at terrific speed 
End dry very last. The ink cannot contain the 
amount of pigment used by the calendar printer; 
in fact, it in us I be diluted to a large extent with 
certain fillers to make it flow cosily and dry fast. 
CaleuuV printing is largely by lithography. In- 
stead of the three color plates and black, there 
y be six or more colors used. It amounts fo a 
light and dark of ihe basic colors, including a light 
grey, light brown, and others. Thus a richer effect 
color is possible. The calendar is printed on fine 
took, where the magazine must often use the 
run-of-the-mill an d cheapest papers* 
This concerns the artist and his work consid- 
ablv. Much more delicacy of color and value 
is possible in calendar illustration. More subtle 
gradations and softness of edges may be used, 
"ona! qualities of color, or color varied to the 
warm and cool, are not the problem to the calen- 
ar printer that they are to the calendar printer 
printer. Ordinarily much more time is spent over 
plendar color plates, since it is not a matter of 
meeting weekly or monthly closing dates. 
| In painting for calendars a full palette may be 
set, using two yellows, two reds, and two blues, 
meaning a warm and cool of each. In fact, there 
is hardly any limit in the way of color to the artist; 
lie is free to do almost anything he wishes, with 
the single exception of too much widely contrast- 
ing "broken color." "Broken color" means small 
patches of varying or contrasting patches of color 
fed side by side as did the French Impression- 
ists, That is evejy plate-mater's problem, and it 
very hard to reproduce. The difficulty is in arriv- 
ig at the identical values* 
The artist rarely plans the complete calendar, 
including mats, frames or borders. Your picture 
my he put to a variety of purposes, and be 
cropped to fit various sizes. For this reason, calen- 
dar people like plenty of extra cropping space 
around a subject 

The principle of gla7ing m painting is not too 
good for lithographic reproduction. This means 
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transparent glazes of one color over another. 
Such an effect is almost impossible, since the color 
must he one thing or another in any given spot to 
make good plates. Many of the Old Masters are 
very difficult to reproduce because the many 
coats of varnish give them a very yellow hue, 
which must be counteracted by the engraver. 

Give your engraver a clean, simple color 
scheme, starting with a few colors, and you will 
get good reproduction. Your paint may be applied 
thickly or thinly and they will get that effect. 
Some lithographers go so far as actually to emhoss 
the paper to give the effect of thick paint, making 
it d ifti ni It to tell the reproduction from an orf^ 
iiial oil painting. 

The one greatest opportunity I see in calendar 
illustration is to take the many neglected phases 
of American life and develop them. There is so 
muchthatis untouched. Many calendars develop 
into a series which has year-after-year possibili- 
ties. I have two such series which have been going 
rig fit along for several years and which get more 
interesting all tlie time. Educational subjects find 
a market with schools, banks, and many other 
sojrts of institutions. 

The so-called popular, or pretty, subjects could 
very easily give over to things of greater character 
and deeper moaning There are many more sub- 
jects to he had, but it is up to the artists to take 
the fresh viewpoint to the calendar bouses, not 
wait for th^.m to come to you. 

Cheek among people all you can as to the kinds 
of things that interest them, hi this way new ideas 
and approaches will become possible. What do 
people love to do with their sjiare time? What 
are their hobbies? YVhut do they day dream 
about? Deep down are many psychological an- 
swers to tli c tilings they really want. 

Calendar idtzis may be submitted in sketch 
form if the calendar house is familiar with your 
final work. If not, .some proofs or examples of your 
finished work should be submitted along with 
your sketches. Sometimes an idea may be accept- 
able as idea alone, in which case it may be bought 
for development by another artist. 



COVERS AND JACKETS 



The magazine cover field at the present time ap- 
pears to me as most wide open for improvement 
of any of the art fields. For a good many years 
photography has practically usurped this field, 
with the result that we have been surfeited with 
covers very ordinary in conception and monoto- 
nous in execution. Through this period there; have 
been a few stalwart magazines that have stuck 
to the belief that art is better as a magazine cover 
than photography. Sonic have straddled the 
fence, some have gone over completely to the idea 
that photography, all in all, docs a better job. 
Howe vet, this is not surprising in view of the de- 
velopment of color photography and the errone- 
ous belief that photographic detail is superior to 
art and its appeal. The fly in the ointment has 
been that there is so little to distinguish one color 
photograph from another, so little individuality 
and personality. One cover could be switched to 
another magazine by simply changing the name, 
without noticeable difference. 

The truth is that all idealism has Iwcn sacrificed 
to fact. Instead of the ideal girl, we have one who 
looks like an individual belonging to somebody 
else, with a definite address, and working for a 
definite model ageney. She may be on this maga- 
zine this month, and on another next month. The 
faces become as well known as movie stars'. She 
ceases to be your dream or mine, and becomes 
as unattainable as any famous movie star. The 
famous Gibson girl of the past was a conception, 
not a fact. She belonged to all. The Christy girl, 
the Flagg girl, the Harrison Fisher girl, were all 
dream girls of their era^ and the public went mad 
over tli cm. We cannot go mad over the cover girls 
of today— there are too many, and they are too 
obviously picked for their photogenic quality out 
of our own ranks, not out of the imagination of 
an artist. 

Because of the very deluge of photogenicity, 
covers are passively accepted, although some 



magazines make a heroic effort to get away from 
the pretty girl entirely. Most, not knowing what 
to do, stick to the photogenic, reJyingoii hats and 
whatnots to put them over. The idea of a cover 
subject is still present on only a very few maga- 
zines. By "subject" I mean an appealing and story- 
telling idea. We may all be grateful to Norman 
Rockwell for holding the line, and every indica- 
tion points to the fact that what he stands for in 
the wav of covers is most loved by the public. It 
is granted that all magazines are not interested in 
telling stories on their coverc, but it is also true 
that modern dress and charm, could be more beau- 
tifully presented in fine art than by photography* 
What we need most is the artist who can deliver* 
I thoroughly believe that with the advent of bet- 
ter artists, the magazines will be quick to seize 
upon such ability. I also believe that the very 
reason so much photography has been used is the 
dearth of comparable production in the way of 
art. When as a group we outshine the camera, we 
won't have to worry about being used. But if 
we mate photography our goal and limit, we are 
going to lag hopelessly behind it. It would be the 
beat thing that could happen to artists and art 
generally if every camera were taken away for a 
few years and we were forced to create with our 
eyes, hands, and brains. We will never anivc at 
art through photography. 

As the field stands today, our opportunity is 
limited. The chances of selling a cover are indeed 
slim. The reasons as they stand are: 

L Few magazines can depend upon the unso- 
licited submission of material. 

2. The artists used are generally working close 
to the magazine, some by contract. 

3> With the necessity of complete speculation, 
the use of photography, and the continued use 
of a few artists, the average artist is discour- 
aged. 
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I COVERS AND JACKETS 

i 4 The desire to couple the cover with the con- 
tents of the issue. 

s5. The relative disinterest of the magazines in 
the production of good American art. 

About all you caw do to sell a cover is to send 
in an idea in sketch form, or take a chance with a 
finished pamtiflg. You will probably get it back. 
But I am thoroughly convinced that more and 
.more ait will be purchased for covers, els fast as 
the good becomes available, and that some day 
photography will be frowned upon as the cheap- 
est of art. At present it would be a bit foolhardy 
to specialize in covers alone. If yon are a good 
; artist in other fields, there is nothing to stop you, 
fwhen you get a good idea, from working it out as 
aside issue and taking a chance on it. But if you 
are new to the field, depending upon an income 
from covers might result in very slim pickings. 
JIf you can get a steady arrangement with the 
smaller magazines, it might be quite worth while. 



THF, BOOK JACKET 

Here is a field wide open. The book jacket is a 
challenge to the ingenuity and cleverness of the 
artist and therefore is interesting and exciting to 
do. To keep it simple and effective is not so easy* 
Publishers like rather short titles. They do not 
always get them. Title and title space on the 
ijacket is of first importance, more important than 
the illustrative space (if any is left). But illustra- 
tion has a place on the jacket, and can contribute 
largely to the attention and interest in the jacket 
and the ultimate sale of the book. As a general 
rule, jackets must be printed fairly cheaply so 
ithat flat color in poster y effects is desirable, If the 
■jacket can be done in two or three prin rings , that 
is in its f avor, for a few pennies saved in publish- 
ing a single unit may run into sizable amounts in 
the run of thousands of copies. 

In function the book jacket is much like the 
display. In fact, it does display the product at the 
jpoint of sale. As usual, simplicity is the keynote. 
Punch-crisp sharp treatment, with few values 
and colors— is (he soundest approach. To get a 
clear idea of die function of the book jacket will 



help immensely in the conception of your Jacket 
design. It is question able whether even the host 
jacket can sell a poor book, or whether a good 
book might not sell in spite of the jacket, How- 
ever, it is somewhat like putting a good product 
in a good package. There will be many instances 
where it attracts one to the product and therefore 
makes a sale. Let us set down the essentials and 
functions of the book jacket' 



1. 

2. 



4. 

5, 



It must be quickly seen, and the title read. 

Title is more important than anything else* 

Expensive color plates should lie avoided if 

possible. 

Flat postery treatment is most desirable. 

It must carry for some distance ► 

a. Since yellow carries farther than any 
other color, it is good for jackets^ 

b. Red is powerful, especially with black 
and white, 

c. Almost any jacket needs at least one 
primary color, 

The jacket should be as exciting as possible* 

a. It should awaken curiosity. 

b. It should stimulate interest. 

c. It should promise entertainment or in- 
formation. 

All possible contrast of color and value should 

he utilized to gain attention. 

Sometimes a printing can be saved by using a 

colored stock h 

Here is good opportunity for the attention 

devices spoken of in Part I. 

10- Small figures are not effective on book jackets. 
Half figures and large heads are good. 
Expressed action is good. Anything for atten- 
tion ► 

Make a rough of your idea. Wrap it around a 
book and set the book among others with the 
brightest possible competition. This is the 
best way to judge. 

13. Submit sample jackets to publishers, If inter- 
ested, they will contact you. Getting in with 
several publishers will bring you consider- 
able income, 
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STORY ILLUSTRATION 



Illvstratoks whose work appears in the leading 
111 agazi ries are a rather small group. It is only fair 
to the reader to advise him that he must develop 
considerable ability to get into that group. I do 
not wish to imply that story illustration is the top 
of the ladder, though it must he admitted it is 
near it. Nor i* it the highest-paid of the illustrative 
fields. Si rice there are but a few magazines of 
national circulation, and since each can use hut a. 
comparatively few artists, the group represented 
must necessarily \n r small I should say that your 
chaucus of becoming a well-known story illus- 
trator are about equal to your chances of becom- 
ing a well-known author or actor. But the chance 
is always there, and somebody does It all die time. 
New names are constantly appearing, and old 
names drop out. At any rate the magazines are 
constantly searching for new ability, and if you 
have what they want you will get in. 

Most illustrators come up the hard way. For 
the most part tiiey have proved their ability in 
other fields before they get their first story. Many 
have come from the fields of advertising illustra- 
tion, since the two are so closely related. Many 
work in both fields. Tt is more often that ihW 
trators come up from lesser importance than 
down from the fields of fine art to illustrate. Yet 
some illustrators arc taking their places in the 
fields of fine art, and are capable of producing 
pictures worthy uf fine art exhibitions. So there 
arc no rules except that your work must be prac- 
tical for what is needed. 

The chances are that you will not make the big 
magazines in one quick stride. But even if you 
never make them, it does not necessarily discount 
your ability. Every field demands the best of 
ability, and if your chance is not here, it can very 
well be there. Few of us know at the start where 
our particular talents may lie. The main thing is to 
try to be good h and never stop trying. 

You may question why the magazines do not 



pay as much as advertisers. The answer is that to 
the magazine illustration is more in the nature of 
production cost, while to the advertiser it is 
investment. Frankly, the magazine's real inco 
is from the sale of advertising space. The mag* 
zinc in the largest sense becomes a medium for 
advertisers. What is done in the magazine itself 
is to create the largest possible circulation, there- 
by giving value to the space sold. Tf the magazine 
fails us a magazine it also fails as an advertisi 
medium. 

The advertiser, on the other hand, is promoting 
sales of a product, and tin; best art work he can 
buy is to his advantage Therefore, since there 
more advertisers than magazines; be must com 
pete with others for the artist's time, which natu 
rally sends the prices up. In this sense the artists 
compete with one another to get into the maga- 
zine section, while the advertisers compete with 
one another to get the artist If and when 
magazines must coin pete for the artist also, then 
bis price will move up. It is the old law of supply 
and demand r 

Xmv, yon may question why the artist, if paid 
less for magazine illustration, sometimes chooses 
to work for the magazine in preference to adver- 
tising. The answer is twofold, First, he will he 
smart not to have all his eggs in one basket. The 
magazine illustration adds prestige in other fields, 
and also there is that little matter of pride of 
accomplishment entering in The good artist can- 
not measure either his ability or interest in terms 
of dollars. All jobs will be his best at any price. 

Illustration is a challenge that the artist who is 
not afraid of work likes. So much more is left to 
him. and he accepts the responsibility with a cer- 
tain pride. Perhaps, since his name is allowed to 
appear (though pitiably small), he feels that the 
public may be a whit more conscious of his efforts 
to please them. Perhaps he senses a bit of glory 
in his efforts. 
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WHAT DO THE MACAZINES WANT? 



Illustration unquestionably takes more of your 
time, even at a lesser fee> Unlike the advertising 
(commission,, you must, for the most part, da your 
Own planning, thinking and execution. About all 
you get from the magazine is the manuscript. Or 
in some cases a rather fantastic rough, or a very 
■simple layout showing little more than the space 
allotted. At best you cannot count upon the assist- 
ance that you get from the average advertising 
agency in the way of conception. Many maga- 
zines request tbe layout or rough from you, which 
shows the importance of being able to create for 
yourself; and they request not one situation but 
several, to choose from. Some allow you to pick 
situations for illustrations, some ask you to take a 
igiven situation. But they usually want some idea 
in advance as to what you intend to do. AH this 
■involves time and effort, and much of it is des- 
tined for the wastebasket 
But since so much is left to you, I suppose that 
Bis why you work so hard at it The opportunity for 
j self-expression is infinitely greater. You make 

(your composition, you select your character, and 
you tell the story. You mate your own research for 
J data and material, you assemble it, and make tbe 
Imost of it. If, when it is al! done, it is good, you 
ftmay take full credit 

It may be interesting to know that many art 
directors of magazines have served their appren- 
ticeship in other fields. The magazines in compe- 
tition have given more and more attention to lay- 
out and physical appearance. One of the great 
aims is variety, or "change of pace/* evident as 
one thumbs through, to alleviate monotony and 
keep the material ever fresh and inviting. The 
general layout of each issue is handled within the 
gazine, and you do not see it until published ► 
Your picture may he cropped, cut out, or changed 
as the art director se^ fit It may be enlarged* 
1th just tbe main interest of your picture used; it 
may be changed from full color to something else* 
fact, you will never know what may happen, 
metimes you are delighted. Sometimes you are 
greatly disappointed. But you eventually learn 
;t» take it in your stride— or else blow up and quit. 



To try to tell you exactly what tbe magazines 
want would he little short of mind reading. But 
there are general specifications which apply most 
of the time, and these can be listed. 

1. A beautiful heroine, plus a manly hero. 

2h Good characterization sill the way through. 

3. Strong dramatic interest. 

4. Exciting and unusual arrangement 
(impact). 

5. Strong accent on mode or fashion, good 
taste in accessories* 

6. Interesting technique but thoroughly un- 
derstandable, 

7. Variety in medium and individuality of 
style. 

S- Illustrations that sell tbe story. 
9, Inventiveness of conception. 
10. Striking color but in good taste- 
Let us approach each of these separately and 
discuss them* 

THE BEAUTIFUL CUIL OK THE MAO AMINES 

Make no mistake alwut it, she is of first impor- 
tance- This means a careful study of head con- 
struction. It means learning tbe planes and values 
in the head under different lighting. It means to 
place the features in the head correctly, as well as 
drawing them attractively. The treatment of the 
hair is very important both as to mode of hair 
dress and technically. Hair should be painted not 
as so manv thousand hairs, but as to the forms into 
which the hair falls, with just as much thought as 
to plane and value as you would put into die forms 
of the fa.ee. 

You will hardly ever find the perfect model for 
any heroine. Much idealization will be yours. You 
will be called upon to do heads close up, and also 
half and full-length figures. You wilt have to study 
the current fashion magazines to keep her dressed 
property to suit any occasion. She should be more 
than pretty— she should be both well-bred and 
striking. So you will experiment with expression 
and gesture. You will probably develop a type 
•veiy much your own, try as you may to make your 
heroines individual and different. If you came up 
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to take it in your stride— or else blow tip and quit. heroines individual and different. If you came up 
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PUTTING THE FUNDAMENTALS TO WORK 



through the advertising school, you wiU have 
been developing pretty-girl types along the way. 
When you are successful with the beautiful girl 
in advertising, you have gone a long way toward 
success in storv illustration. 

THK HERO 

First of all, he must never be effeminate. That 
again means head study, especially the anatomy 
of the male head. Regular fellows, lean and mus- 
cular, win out, Clean-cut square jaws, full lips, 
heavy eyebrows, prominence of bone at the 
brows, well-defined cheekbones, leanness be- 
tween cheekbone and nostril, rather deep-set 
eyes, make up die idenl type. Yours will vary from 
mine, hut neither of us will ever make him fat or 
round-faced or characterless. When he makes 
love, never let his po&e be of the flowery matinee- 
idol kind. He may even be a bit awkward, but he 
crushes her with a good deal of determination. 
Dress him stylishly and neatly, but no patent- 
leather hair oil. The smooth- shaven face goes best, 
but give his jaws enough tone so that he appears 
to have a beard, even if smoothly shaven. His ex- 
prcssion is important. If he sits down, dont put 
his knees together, and if he stands, don't put his 
hand on his hip unless with closed fist One bit of 
effeminacy and the cause is lost. Study the heroes 
of other illustrators, but best look around until 
you find that rugged but cultured type and use 
him. 

GOOD CHAEACTERIZATION 

Once in a while you wil] find a character nearly 
perfect, but most of the time you will have to add 
your bit h Apply your conception of the proper 
type to the best model you can find. At least have 
the values and planes of a head to work from, and 
build the character into the model, 

sraosrc dhamatic interest 

Study your story. Act it out yourself. Plan it in 
little manikin roughs. Even if you cannot act, you 
can express yourself through die model. In order 
to practice dramatic interpretation, get out your 
camera and your favorite model and make somts 



Hate 


Suspicion 


Anger 


Selfishness 


Coyness 


Defiance 


Doubt 


Self-pity 


Interrogation 


Envy 


Impending 


Love 


disaster 


Greed 


Hilarity 


Conceit 


Intoxication 





camera tests as they do in the movies. Try to inter- 
pret the following moods : 

Fear 

Anxiety 

Surprise 

Adoration 

Hope 

Joy 

Bewilderment 

Frustration 

Jealousy 

Figure outsome situations. Decide on the mood 
called for. Try to get the model to live the part. 
If the model is totally unresponsive and cannot 
act, get another. It's too important to do withou 
The last tiling yon want to do is to create "d«i 
pan " characters. 

Just now the magazines are leaning very much 
to "close-ups,*' with the pose and facial expres- 
sions telling most of the story. The dramatic inte 
est should be as concentrated as possible. If a par 
of a figure will tell the story just as well, citt i 
down to that. But continue to practice with f 
larger scene, setting figures convincingly into 
environments of all kinds, for fashions in illus 
tion are constantly changing. 

Much can be done with lighting to enhance tl 
dramatic. If you have a strong emotional situ 
tion, find ways and means to concentrate the read 
er*s attention on the important character. Mu 
can also be done by layout or arrangement 
using a vignette, conflicting interest can be elin 
inated and dramatic force given the pose, 
main character or head can be given the great* 
contrast of background, can even be cut 
against white paper. Study the dramatic win 
ever you find it. Study real joy, real sorrow, ai 
various moods as they happen in real life. 

The best way to practice is to make small pen 
visualizations of stories you read that have not 
been illustrated. If you get something that loots 
promising it might be worth while to work it 
up into a sample illustration. But make sure 
is an illustration and not just a single figure doing 
nothing, 
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EXCITING AND UNUSUAL ARRANGEMENT 



It is really more important that (tie. story illus- 
trator consider the whole page arrangement than 
that the advertising illustrator do so. In fact, the 
story illustrator will have considerably more to 
do with it. In planning your miniature roughs, 
always deal with the whole page «r the spread 
of two pages, :ts the case may be. Blocks of grey 
text should be indicated. Some illustrators paste 
actual text into a rough to get the effect of type 
set around the proposed illustration. I know a 
prominent illustrator who paints his rough in 
opaque oil right over a page of text matter torn 
out of a magazine* to get the desired effect The 
placement of title, blurb, catchlme, text, and 
white space should all be laid out. That the art 
director may not follow it does not matter. It is 
your business to design a good-looking page. 

To make a page different, exciting, and unusual 
is by no means easy. Tint the man who can achieve 
this, plus good drawing and color, is the man most 
sought after. This is oue of the qualities that 
makes Al Parker outstanding as an illustrator. 
Very often the whites of the paper can be pulled 
into the subject. An unusual viewpoint may help- 
Hie selection of accessories is vital, The spotting 
of unusual color, the unexpected in pose and ges- 
ture, the originality in telling the story, all play a 
part. Make every possible experiment you can 
think of. "Impact" is vitality, and vitality is sim- 
plicity with for civ The character expressed is im- 
portant. Yon miiy be sure that jf your subject is 
complicated, indirect, cluttered, and ambiguous, 
it cannot be very exciting. If the characters are 
ordinary, without anything unusual -in looks, pose, 
or costume, no one will be terribly excited It may 
i$eem that everything has been done, but such 
'invention comes from the subject plus the ingenu- 
ity in telling the story. No two stories are exactly 
^likti, nor two sit nations or characters. For an Al 
Parker, there is always a vvav that is diflerent. 

You have linear arrangement, tonal arrange- 
ment, color, and the story. They can he juggled 
about forevHr, Anything (bat is to be new, differ- 
ent, and e?r citing must grow out of these: that is 



why they have been made the basis of this book. 
Out of tonal arrangement can come many sur- 
prises. Suppose we do a whole page all very light, 
then (wham! ) a little saucy darkhat in the middle 
of it. Maybe the whole thing Is grey in feeling, 
then out pops a concentrated spot of black and 
white placed together, Wonderful things can 
evolve Out of abbe k crown or coat, thrown against 
brilliant color. Values can be full of impact and 
surprises; in fact, that is where impact for the 
most part comes from, especially when tied up 
with color, Your inventiveness nearly always 
comes out of the subject and its interpretation, 
rather than from stock layout tricks. The stock 
tricks usually are the props of the imitators* 

ACCEFCT ON FASHION 

Iii selecting styles for illustrative purposes, an 
important consideration is their relation to value 
and mass. That a dress is stylish is hardly enough. 
It may S>c a good style* but not a good value or 
color for your subject. Your preliminary composi- 
tion and pattern arrangement is more important 
than the dress. Do you want a simple tone, or a 
busy tone? Do you want it light, middle tone, or 
dark? Will you break it up in light and shadow or 
keep it almost flat, with a front or back lighting? 
Would stripes or a figured pattern go well, or not? 
That is the way to pick a costume* If you want a 
figure soft in its environment, then you would 
pick a value For the dress close to what is planned 
for the background. If the figure is to stand out 
forcibly then a good contrast would \m your se- 
lection. The dress will appear twenty times as 
attractive if planned to fit tht: whole scheme. Just 
because it came out of a late fashion magazine, or 
just because it looks good on the model, is not 
enough. But keep the fashion magazines on your 
subscription list Few of us are good enough to 
invent styles, 

Practice drawing costumes from fashion maga- 
zines, just m soft pencil on layout paper, trying 
especially to catch the drape and smartness. This 
will be easier for women than for men, 
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STYLE AND TECHNIQUE IN STORY ILLUSTRATION 



Since the magazines arc; thoroughly conscious 
of fashion, it is an important basis for criticism of 
your work. Use the simplest terms of the prevail- 
ing modes, however, rather than the extremes. 
Trfrnness and neatness will outweigh the highly 
ornate. Avoid if possible the "too fussy** in style 
which is present in sonic form every season. It is 
usual Iv found in the overoi-uamental. extreme 
tightness in conspicuous places, too many ruffs 
and ruffles, flounces, loud pattern, and so forth. 
Many models lean to extremes. Tf three-inch heels 
are worn, they wear four- inch. If skirts are short, 
theirs are shorter. Jf hair-do's arc high, they go 
higher; if hats arc wide, they can hardly get in 
the door. The artist can easily be taken in if he 
does not know. The only way he can know is to 
find out by the magazines and style exhibitions. 
In good magazines and shops you will also find 
information about accessories. Every thins avail- 
able to one Jlhislratoi is available to another. The 
difference; lies in the greater pains one will go to 
m the way of research and information. 

T hits will always be a problem. Tins illustrator 
will do best by getting advice., for who can pos- 
sibly keep up with them? J avoid the use of a hat 
at all, wherever possible, since they arc subject 
to s li eh a great variety of taste* 

I believe hair styles should be determined not 
entirely by the mode of the moment, but also by 
the personality of the character. A young sweet 
thing looks yon tiger and sweeter in a loose soft 
bah dress, A sophisticated person looks more 
soph is! Eca ted in a severe and upswept hairdress. 
It is there/ore a matter of judgment, and the 
model .should ho willing to adjust her hair dress to 
requirements at all times. 

TK(.:rrNiouE 

Technique is yours, fn general, the only time 
technique will be complained about will be when 
it is too "fussy," or when a muddiness of value is 

produced. Bad technique is ordinarily the result 
of poor grounding in fundamentals, for almost 
any application of medium will look good when 
the fundamentals arc right. Simplicity of tech- 



272 



niquc la always in a mail's favor, yet it can be so 
flat and smooth as to be oppressive, lacking char- 
acter and the feeling of medium manipulation 
which should always be present. If you cannot 
tell what it was done with, you can be fairly cer- 
tain that it is not very good- Tricks of technique 
should never become more important to you than 
good honest craftsmanship.! remember a student 
who came to ine glowing with enthusiasm. lie 
thought he had found the key to originality. When 
I asked him what the great discovery was, he con- 
fided that lie had invented a "basket weave" tech- 
nique. Leaving him to his own resources was the 
kindest thing to do. Unfortunately his drawing, 
values, and color were all bad, and without these 
his "basket weave" had no chance. The best wav 

r" 

to get ted mi que is to worry about everything else, 

VARIETY IN T MEDIUM AND INDIVIDUALITY 
IN" STYLE 

Your medium will have much to do with effects. 
Each medium has its own peculiarities under 
your individual manipulation. Every medium 
holds possibilities for your own original applica- 
tion of it. Try never to work in one medium all 
the time. Use pencil and crayon for studies if not 
for finals. When practicing, try the same subject 
in different mediums. In this way you find the 
one most expressive. 

Magazines are always interested in new treat- 
ments of medium so long as they are practical for 
reproduction and effective on the page. There are 
untried possibilities uf medium combinations, so 
the artist should be continually experimenting 
with new effects, It is very easy to get into a rut 
with too much similarity of treatment. We are not 
going to diange around much unless we do some- 
thing about it, and we cant experiment too much 
with bona fide jobs. The experiment tan be done 
separately, then shown as a possibility. You may 
get a chance to use it. 

If you can't afford models for such experimen- 
tation, work from some of the excellent material 
in the fashion mngaaintj. Work for effects rather 
than faithfulness to copy. 
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ILLUSTRATIONS THAT SELL THE STORY 



How often the illustrator hears people say, "If 
; I like the pictures* I read die story!" That is the 
keynote of the illustrator's job, to sell the story 
just as he would any product. You can do it first 
by gaining attention, secondly by awakening curi- 
osity ? thirdly by the promise of entertainment or 
interest in the material you are illustrating. Thus 
part of it is visual and part emotional or mental 
; That is why illustration must be approached from 
more than the technical angle. All factors must 
work together to function properly- It is this fact 
that thins down the ranks of good illustrators, 
Many can draw and paint well* but since the 
emotional qualities must be so thoroughly a part 
of practical supplication, and the imagination must 
be set free, the demand upon the artist is great, 
I do not think it would be unusual for the good 
illustrator to hu a fairly good actor, to be able lo 
write a good yarn, or to express himself in other 
creative ways* Because, after all, story illustration 
is more completely the individual interpretation 
and express ion of tin; irtati than is the case in any 
other illustrative field. 

The magazine cannot tell you bow to make an 
illustration that will sell the story. They can only 
sense your ability to do it. No one can tetl you. 
But if thy story is interesting ( and sometimes even 
when not), there is bound to be an approach of 
some kind that has never been used in exactly the 
same manner, Even if a few hundred ^clinches" 
have been used as illustrations* the two clinching 
are never exactly alike, nor do they clinch in exaet- 
. ly the same way, under the same circumstances. 
Nor do they have to be put on the page in the 
same manner. Something can always be added. 

If the .subject is trite or a bit hackneyed, there 
is always design, spotting and color, types and 
accessories, Movies have been ending with 
el ii id its since the day they began, yet these are 
never completely tiresome if approached with 
finesse and intuition, Any subject under the sun 
can be approached interestingly; it all depends on 
how much interest the artist himself has in it. A 
picture can always he made that will sell the 
story. 



Inventiveness and conception will always come 
ahead of execution. It will forever he impossible 
to tell an inventor how to invent But if he senses 
a need and purpose first, this will help carry him 
to an idea* f think a lack of inventiveness may 
come more from a lack of the ability to analyze 
than from a dearth of ideas, Sometimes inven- 
tiveness in illustration does not come from de- 
tailed description within the story at all. The illus- 
trator analyzes what might have taken place in 
the situation in real life that was not made appar- 
ent hy the author. The author probably tells us 
"he kissed her full on the lips " and lets it go at 
that. The illustrator decides whether he lifts her 
face up to him, whether her head is tipped back 
or laid on his shoulder, whether she wears a 
smart little hat or a beret, and whose face is to 
he partly hidden. 

If they 'clinch'* at a railroad station, perhaps 
the author did not mention tlmir baggage, nor the 
fact that a bag is toppling over or falling in mid- 
air* The author may not have described the grin- 
ning gateman, That is invention— plausible analy- 
sis of the situation to make your conception inter- 
esting and original. Originality is not dealing with 
facts alone, but building things reasonable out of 
the facts. Every story can have a story within a 
story. Your illustration is the story yon tell about 
the story. 

snuxrN'C coLon and coon taste 

All the things discussed in Our Part Three deal- 
ing with color may find expression in story illus- 
tration. Tonal color schemes have a great place. 
Related color can be snappy and do wonders for 
a page. But the magazines do not want color for 
the sake of gaudiness. Bememher, the magazine 
is sold closed up. The color does not have to reach 
across a ten- or fifty-few it space— only from the lap 
to the eyes* Screaming color is woefully out of 
place- You would therefore approach a magazine 
illustration duSeren tly from a bill pos ter, calendar, 
or display. Brilliancy is all right, but brilliancy 
supported by diaxming companions of tone and 
color. 
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QUESTIONNAIRE FOR STARTING AN ILLUSTRATION 



Since good illustration is good analysis, the 
following questions may develop an approach, 
and help you toward sometlnng effective: 

What is the nature of my subject? 

Has it a mood? Is it powerful, average, or weak? 

Should it be color? If so, should it be bright, or 
somber and grey? 

Is it indoors, outdoors, day or night? What kind 
of light? 

Can anything be done with the lighting? 
Bright, diffused, dark, shadowy? 

For action, what would you do under the same 
circumstances? 

Can tbc story be told in more than one way? 
What are the choices? 

Can yon tell anything that the manuscript 
omits? 

What can you do to enhance each character? 

Has die setting character? Can you add some? 

What have been the action and circumstances 
leading up to the moment illustrated? 

What possibilities of emotional contrasts are 
there? 

Is the situation dependent upon facial expres- 
sions? 

Which figure is most important? Can this im- 
portance be concentrated? 

Which of the accessories are most important? 

Can you eliminate things of unimportance:? 

Is it possible £r> express a feeling of linear or 
mass movement in your composition, even though 
these in themselves ane static? 

Does your subject lend itself to pattern? How 
can you arrange it? 

What is the dominant thought of your picture? 
Can you give it one? 

Can the thought be dramatized? 

Can you employ geometrical shapes, line, or 
informal subdivision here? 

Can you create a focal point with line, with 
contrast, with direction of gaze, color 7 or in any 
other way? 

What about the poses and gestures? Can you 
add anything of your own? 

"What pose would the character he likely to 



tike, considering his character, mode of life, cul- 
ture, background, habits, emotions? 

What about costume? Is there a chance for 
any tiling that would help you to a striking effect? 
Can the costumes be made a part of an interesting 
composition? 

Can you embellish the characters by the envi- 
ronment, or do they stand up without placing 
them against a background? 

Can you add to the drama by the .background- 
using accessories* neatness, clutter, richness, bare- 
ness, or anything else? 

Into what category would you put this situa- 
tion? 

Old, new, cheap, smart, tawdry, unwhole- 
some, clean, orderly, unusual, average, cost- 
ly, healthy, dirty, vile* wholesome, modern, 
Victorian, antiquated, good taste, bad taste, 
rural, urban, clear, foggy, dank, musty, fresh, 
bright. 

If it falls into one Or more of the foregoing, how 
can you incorporate those qualities into it? 

Now can you make some small roughs of what 
has come to mind? 

After Living out your rough, would it be better 
if reversed on the page? 

Have you reread the manuscript and noted all 
the facts? 

Will your composition have to be cropped to 
fit the page, leaving room for title, text, and blurb? 

Will the gutter cut through things of" impor- 
tance, such as faces? 

Have you tried out more than one tonal plan? 

Can it he in more than one color scheme? 

Can the subjects be stripped of anydmig with 
out hurting the drama, the composition? 

If someone else had had this assignment, do 
you think he would have done it just as you have 
planned it? Is there no other way? 

Have you really planned this independently? 
How many examples of others are you following? 
Could you just as well put them away and start 
Over? 

Is the artist you are imitating really capable ef 
better thinking than you are? 
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WORKING OUT A TYPICAL STORY ILLUSTRATION 



At this point it may prove of value to you if we 
(ate an actual situation and illustrate it. For the 
sake of simplicity, although there are several char- 
acters in our st or v\ wo will build a picture about 
the heroine only, assuming that a large close-up 
of the girl will have greater impact than would a 
whole setting with .several figures. You will recall 
I have said that in modern illustration, simplicity 
is the toy note; Our first problem of this kind will 
be handled with more regard For the page effect 
than for the complete illustrating of the incident. 
We shall ass nine that the following paragraph is 
the one chosen to be illustrated. 



She had the allure of ancient Egypt, till the mys- 
tery of the Pyramids, the sensu outness of a sultry 
summer night on the Nile. She belonged to no era; 
she was ageless as the Sphinx. Her full lips were .is 
scarlet as the gown that bordered her white bosom. 
Dark eves like hers had looked upon the Pharaohs. 
The black lines of her hrows set coed to reach out 
nearlv to touch, at her temples, the wealth of ebony- 
black hair I hat crowned her head. She sal, unt? shoul- 
der drooping a cigarette poised in Iter slender fin- 
gers. She spoke slowly, evenly, deliberately. "Is there 
no love beyond marriage?' 

Now. if the above: paragraph docs not stir .some- 
tiling in your imagination, stick to advertising. I 
see a very sensuous, provocative creature, not nec- 
essarily Egyptian but of a type that bespeaks the 
spirit of Egypt We need not put her in a boat on 
the Nile, nor even ring in the Pyramids or the 
stars. We should not make her just a bobby-socks 
modern high school girl with black hair, but a 
type, an unusual one if possible, that will catch 
the reader with a sort of Oriental beauty. A sear- 
let low-cut dress is going to look good on a page. 
Her ebony-blaek hair and w r hite skin add two 
important values to the four- value scheme. We 
can add a light tone, and more darks and lights to 
go with the others. The four-sirnple-vahie plan is 
most important to us even before we start out, 
because it will he the basis of our pattern, and of 
the miniature roughs in which we attempt to 
arrange the masses. 



Our paragraph is quite specific about details, 
even to the pose. There are perhaps a thousand 
interpretations possible. I hope that yours will be 
quite different from mine. 

I see the girl, before I begin, with her head 
slightly drooped but looking straight at the reader 
(one of the rare occasions ) , because we want that 
allure to reach the reader, almost as if he were 
the character talking to her. Should we show a 
man, she would be unconscious nf the presence of 
anvone else. Sensuous eyes, however, are twice as; 
sensuous turned upon you as upon someone else. 
Let us capitalize upon that fact. 

Now, the dress was only speciKeally red, not any 
specific material. That helps, for it leaves us to 
our own taste so long as our illustration shows a 
low-cut dress. If the writer had said velvet, for 
example, we might have bad to go to no cud of 
trouble .securing a dress of that material. for rest 
assured, if we are concentrating on a single 
close-np figure, whatever she wears must not he 
faked, since the writer has given her dress con- 
siderable importance. 

As to her hair style, when we read of a "wealth 
of hair," we do not think of it as close to the head. 
Rather it would be f nil, loose, and soft about the 
face. 

On the nest page I will proceed to rough out 
in mil nature some poses and patterns. I would lfke 
to have you do the same, diverging as much as 
you possibly ean from the way 1 have worked it 
out. Juggle I he four values about. But remember, 
the red dress is espial to a dark grey in the black- 
and-white scale. Her hair must bo very black; the 
skin, white. Take a soft pencil and a tissue layout 
pad Keep the fust sketches small. Think, think, 
think at the very start, and once you get going, 
the rest will fall iu line. 

If you prefer a new subject, select a paragraph 
from some story and rough out your version of it. 
The only way to learn to illustrate is to start wno 
to call upon your own imagination and inventive- 
ness. Story illustration was never learned over- 
night. 
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MINIATURE ROUGHS FOR THE ILLUSTRATION 
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DEVELOPING THE ACTUAL-SIZE ROUGH 



The preceding page of mi ma lure roughs lias 
been done mainly to get at a satisfactory place- 
ment of the figure and a spotting of the general 
masses. I have ina.de the choice indicated mainly 
because of the movement in the design, with all 
lines carrying Hie eye to the head* The while 
bosom and shoulders are supported by a dark 
shadow, and the bright red dress will come next 
to white. Back of the head will come a low to tit: 
and dark shadow, both of which should enhance 
the very light and very dark value which will be 
id the Jiwid itself* 

The problem now is to make vrp an actual -size 
rough which would he submitted to the magazine 
editor. This could be done in pencil, charcoal, or 
colored crayons. When the maga/.ine is thor- 
oughly familiar with your work, elaborate roughs 
are not as necessary as during your first assign- 
ments. .Sometimes two or three roughs are asked 
for, often of different situations, Normally, these 
roughs should be done in color, but for purposes 
of this book, this rough can be illustrated jnsl as 
well in black and white. 

If the situation, as in this case, has already been 
chosen, then it is advisable to call in your model 
even for the rough, for you will then be able to 
follow up iii the final with much the same char- 
acter, dress, and so forth. It is also advantageous 
to thus familiarize yourself with the type you are 
going to paint; the rough acts as a preliminary 
study fur yourself as well as for the magazine 
editor. Von can either make the rough direct from 
the model or get your camera out and take some 
poses. You may find new suggestions when set- 
ting Tip the subject before yon that will be belter 
tli an any of your first visualizations. It matters 
little how you arrive at what you are going to do, 
so long as you eventually make up your mind that 
it is the best approach you can think of . But once 
you stait the final picture, everything should be 
well decided, so that there will be no changing of 
horses in midstream. A color sketch for your own 
satisfaction is well worth the time it takes, and for 

[this I shall make one, even though we do not 
reproduce it. 



A word should be added here stressing the im- 
portance of a model file as well as a file of general 
data that is likely to be needed. As an illustrator 
ymi never know what in likely to come np h or the 
type of story that will be given you to illustrate, f. 
have found it worth while to take 'tests" of mod- 
els as would be done in motion pictures. Try them 
out for dramatic ability and expression. Have 
some typical heads, full-length, and costumed 
poses on file. Your file should be as complete as 
possible, with men, young mem women, young 
women, and children. It is expensive to call in a 
model and find out after she gels there that her 
shoulders are too bony for the evening dress, that 
she is knock-kneed in a bathing suit, or that she is 
short and thick- thigh od, which the head photo on 
file would not indicate. The photographs models 
leave on file have usually been retouched, some- 
times almost beyond recognition. You should 
know what; she looks like in front of your camera, 
when you are working with your individual 
apparatus. 

Tor the most part, models arc disappointing in 
one Witv or another. It seems that no model was 
ever meant to be perfect, with both a fine figure 
and a fine head. If they are beuutif ul they may be 
unable to act. You may be almost certain that you 
yourself will have to contribute much in the way 
of imagination to any photographic pose. Where 
the model is most necessary is for the contribu- 
tion of character, "something for the light to fall 
upon/' as one artist put it. Models give you an 
indication of form in light, and color, telling you 
where die planes are, and the relationship of val- 
ues. J do nut believe any artist is so good that he 
can dispense with models. 

Your data file should contain, mainly, the male- 
rial to he used in backgrounds and settings, since 
you cannot copy actual poses of people. Try to 
keep up on interior decoration, modern furniture, 
current fashions and accessories. But there is also 
the life of the past, the small town and farm life, 
outdoor material, horses and other animals, cos- 
tumes of various periods, stores and shops, night 
clubs, sports, and almost every phase of life. 
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PHOTO OF THE MODEL 
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STUDY FROM THE PHOTO 















\ 




\ 



279 






279 



THE FINAL INTERPRETATION 



I liave reproduced the photograph posed ac- 
cording to my selection in miniature rough. This 
young lady was selected mainly because she 
appealed to me as being an unusual type. I am 
deliberately seeking to get away from the stand- 
ardized cover girl type, or the so-called photo- 
genic model. Her slanted eyes and brows, the 
fullness of her mouth, together with the smooth 
nock and shoulders,, seemed to coincide with the 
author's description. The charcoal study of the 
photograph was clone mainly to sec if I could 
bring out these qualities without literally copying 
the photograph. Were this a definite commission, 
I would send the charcoal drawing to the editor, 
accompanied by comments about what I had in 
mind as to the illustration, the color, and anything 
else that might make my intentions perfectly 
clear. 

The art director would in turn, submit this to 
the other officials of the magazine and return it 
to me with their comments as to the possibilities. 
This might save a great deal of lost motion. If the 
magazine were not in sympathy with my ap- 
proach, or had any objections, this would be made 
clear before the start of the final work. If the char- 
coal study is approved, the illustrator can pro- 
ceed with confidence that all is well. This proce- 
dure is most practical for all concerned' Each 
issue of the magazine has a definite closing date 
by which time all work must be satisfactorily 
completed. The average monthly magazine's clos- 
ing date is throe months in advance of publica- 
tion- The illustrator should try to have his work 
completed ten days before the deadline. It is very 
bad to force the magazine to use your work, be- 
cause of the shortage of time, when it is unsatis- 
factory, For the most part, criticisms from the 
magazine are warranted and would not be forth- 
coming unless deemed absolutely necessary. The 
last thing an art director wants to do is to delay 
publication. He will therefore appreciate early 
delivery upon your part, which wiN give him an 
opportunity of making changes without causing 
delays. 

■r 

You will find that each magazine has An individ- 



uality. The physical appearance of the conten 

will be closely amed with the personal likes a 
dislikes of the art director. There arc art direct 
who seem to have very decided preferences as 
both artists and types of illustration. One may like 
the "close-up" type of picture showing large hea 
and expression . Another may prefer the "Fu 
picture type/' showing the characters in a setting 
Any art director strives to produce a variety of 
approach throughout the magazine. This is oft 
the reason for the cropping of a Full-size paintin 
for he may not wish to have two similarly treated 
Subjects close together. There arc those art dir> 
tors who lean toward certain mediums, perha 
preferring water color to oil; or crayon, char 
dry brush, and similar mediums to the so-cal 
heavy mediums. It is a good plan at die start 
familiarize yourself as much as possible with the 
types of illustrations most generally used by each 
magazine* If you have any new or inventive ap- 
proach in mind T it is better to submit sOmcrhiDg 
along this line at an early stage rather th 
attempt to surprise the magazine with an u 
pected technique on a final assignment, 

All in all, the whole procedure should be one 
of closest co-operation, The art director is just 
eager as you are to give his magazine distinct 
by any means possible, but he must know 
ground from start to finish as far as your abfli 
is concerned. This is why a certain amount of yo 
time should be set aside for experiment and study, 
so that you can keep your ability and approach 
flexible and dynamic. You can keep Iiirn inform 
of any new ideas you have, and this may often 
pave the way to new opportunities if the ma 
zinc is willing to experiment with you. 

Since the final interpretation of our subject 
in color, it is necessary to place the picture among 
other color plates in this hook. The reproduction 
of the painting will be found on page 291, entitled 
A Sample Illustration. I suggest that the reader 
review the paragraph which we have taken as our 
problem, and then decide whether, in his judg- 
ment, I have caught the dramatic and emotional 
qualities suggested. 
280 
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GETTING INTO STORY ILLUSTRATION 



This volume would hardly be complete without 
s discussion of howyou ctm ^etinto story illustra- 
tion and what preparation you must have. To dis- 
cuss it frankly is not meant to be discouraging nor 
disillusioning, hut to lay before you sonic of the 
undisputed requirements. Seldom docs an illus- 
trator of magazines gel there without art training. 
Whether the training is in schools or by dint of 
his own hard effort, the training is a necessary 
adjunct to his native talent. 

It is likely that most of you, as young artfcb, 
even as skilled and trained artists, cherish this 
ambition, I wish to go on record as stating that 
the opportunity is always there. Whether you ran 
make it a reality depends on many *'ifs." 

First of all, you will need to be .skilled in life 
drawing and an atomy T perspective, cum posit ion, 
and color. IJul you will also need that rare sense 
of the appropriate and the ability to tell a story 
pictorially. Illustration may be thought of as 
belonging to two classes: the idealistic, for one, 
and the interpretation and characterization of life 
as it is, for the other. Illustration En the highest 

sense is not a matter of drawing pretty girls imcl 
pink hair ribbons. The Second World War has 
brought forth much that is new and forceful in the 
way of illustration. Illustration is holding the mir- 
ror up to life, and the best of it carries the stro eld- 
est message of life itself. Much of our present-day 
illustration cannot but appear insipid as com- 
pared with the work of I toward Pyle. i le his left 
a record of early Americana that excels all others. 
That spirit should go on. It will go on in some of 
you, who perhaps are still in your teens, but who 
have overpowering ambition and strength of pur- 
pose. But it will not come bv dream m^. Kverv 
day will have to contribute a small part to your 
ultimate goal. 

Art is an exacting mistress. Her rewards are 
great, but they are for a chosen few. Yet art is 
one of the few vocations where success lies whollv 
in the effort and character of the individual— 
granted first of all, of course; that he has talent. 
There are no strings to pull, no favor* to be 
granted. Art is thoroughly subject to public opin- 



ion, Other people's opinion, and one must labor 
almost in spile of it Opinions are .something that 
we get more of with less effort than anything in 
the world. If anything else is given as freely as 
opinions, especially negative ones, 1 cannot imag- 
ine what it can be. Yet we must to a large extent 
abide by what others think of our work, They can 
make or break us. 

Illustration will always be subject to public 
optnion. But opinions need not cause us to break 
faith with truth as we see it And opinion on the 
whole Is not only apt to be fair, thank Heaven, but 
most of the tinoc it proves itself right Public opin- 
ion is far more in accord with present -day illus- 
tration than with modern art. I have every reason 
to believe it will stay that way. for both illustra- 
tion and public opinion spring from the same* 
source, the reaction to life itself. 

Therefore it is my plea that ill us t rat ion be kept 
rational, in keeping with good taste and the better 
things of life. In helping you to chose a path to 
illustration, I would beg of you to keep your two 
feet firmly grounded in reason and truth as it 
appears to you. There are so man)- blind alleys, 
whetting our curiosity and glowing with specula- 
tions that prove to lead to nowhere, that I feel you 
should give much consideration be tore tnssingout 
the dictates of your own personality and ability* 
T contend thai art is not imitation nor duplica- 
tion of realism, hut an expression of die ind i vidua!. 
based on truth. Such a definition is neither narrow 
nor confining. It is as wide open as the blue skies. 

I have Stated that you cai mot be a finished illus- 
trator in one jump. The main reason is that you 
cannot take in life in one glance, one day, or one 
year. It is far better to Seek your development 
through the channels that point to your goal than 
to try to make one leap to the goal. All commercial 
art is illustration, lie id all of it gives you equal 
opportunity to progress. Be content for awhile 
with the little jobs, knowing that it is all training 
for the bit^ job later on r When vnu have a chance 

to draw a face, a character, a figure, try to think 
of it as illustrating one of the best stories in the 
best magazines; do it that well. Do it as though 
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GETTING INTO STORY ILLUSTRATION 



your whole future depended upon it. Actually, 
your whole Future could easily depend upon it, for 
this very sample might interest another person 
with a bigger opportunity to offer, and that might 
bring another, and so on. You never know what 
a good job may do for you; but a slighted one, a 
lazy one, a disinterested one, leaves an impression 
hard to shake off. 

When your work in other fields becomes notice- 
able, the chances arc that somebody will find you. 
There are artists' agents constantly on the look- 
out for talent, just as there are movie scouts. If 
your daily wort is not providing you with avenues 
pointing toward your goal, there is nothing to do 
but make your own opportunity. Take a story 
and illustrate it. Show your work to others. If diey 
respond Favorably, maybe Mary Jones the maga- 
zine subscriber might like ft. I would not submit 
illustrations to the top magazines until you have 
developed a background of experience and are 
making a success in other fields. Send your work 
to reputable agents first; they can advise you 
intelligently, and even submit your work to the 
magazines if it seems promising. Such work may 
he sent periodically. You will probably get in 
faster tlirough a good agent than by trying to go 
directly to the magazine. However, if something 
unusually good is sent to a magazine, they will 
contact you quickly enough if they like it. 

But you may be sure they are all getting a 
deluge of mediocre work submitted by every un- 
qualified Tom, Dick, and Harry, and only once 
in a very great while does an unheard-of novice 
break directly into the magazines. There is no 
ritual to be performed; anything can happen. But 
a logical step-by-step procedure to your goal is 
the liest bet in the long run. 

I have tried my utmost in this volume to give 
you a working basis and suggest the things you 
will need- But you will naturally make your own 



interpretation of the fundamentals here. The 
main object has been to make you think and to 
do for yourself, to believe in yourself. There is 
only one other course open and that is to go out 
and imitate the other fellow. It is granted that 
such a course might bring in some return, but it 
scents to me that if you are good enough to get 
there by imitation, you are certainly good enough 
to get there on your own, The imitator is not going 
to outlast by very long the imitated. Suppose there 
arc also five thousand others imitating the same 
man you are. Suppose by the time you are ready 
your idol has already been imitated Co death, the 
whole vogue has passed, and someone new is 
there in your idol's place, After your idol is out, 
what chance have you? 

Young people imitate thoughtlessly. They like 
to be led . ratlier than take responsibility based on 
their own perceptions, belief s, and decisions. But 
the young people who forge ahead are those who 
take the reins and do their own driving. They 
must realize this is their world, not ours in which 
they are always to be told what to do. We would 
much rather have them do it, giving what assist- 
ance we can, than to do it for them. It is not imi- 
tating when you work with line, tone, and color, 
and produce form. It is not imitating to work from 
a photo you have conceived and posed. Nor is it 
imitating when you are practicing, It is imitating 
when you tack a successful job by another artist 
on your drawing l>oard and copy it for profes- 
sional use. It is imitating when you try to sell 
something you have not in any way created. 
There is a vast difference. 

If you are really ready for the magazines, you 
will not have to worry. You will get in. Worry just 
about getting ready, so you can then worry about 
staying in when you get there. But worry can be 
lots of fun, wben its over something we love to 
do anyway! 
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PART SEVEN 




EXPERIMENT AND STUDY 



There is no greater impetus to a successful career 
in creative illustration than experiment and 
study. In the earlier years of actual professional 
practice, I would recommend a continuance of 
school study in the night classes, You will find that 
after having some practical experience in the field 
you will learn twice as fast. You are more enlight- 
ened as to what you want, ami perhaps your weak 
points have begun to show up. But whether an art 
school is available or not, you can set up an organ- 
ized roii tint! of further study for yourself* A good 
way is for a group of commercial artists to sot up 
a class by themselves, calling in models and draw- 
ing and painting them. If such a class cannot be 
organized, then set up a space at home where you 
can work evenings, Saturday afternoons, or Sun- 
days. I do not mean that you should not take time 
out for relaxation, but the faster you get over the 
ground in developing yourself, the sooner you 
are going to get there. There is a course of study 
for each individual, and sometimes he can lay 
out such a course for himself Ijetter than someone 
else can prescribe it for him. 

There is one thing not to do, and that is simply 
to drift along with the daily routine, making no 
extra effort You will soon find yourself middle- 
aged, having done nothing more than routine 
fobs, and being little farther along than you were 
years ago. The extra effort is the difference be- 
tween the great mass of mediocre artists and the 
comparatively small group of very good ones. 

It will take a great dea] of concentration and 
determination to get over the first hump. If you 
do not really know anatomy, that is a good place 
to start. It can be done at home in a few evenings 
a week. Perspective is another thing that you 
might as well get at and learn. It will not take 
long. Practicing composition in something you 
need not go to school for. Practicing pen and ink, 
crayon, and charcoal can all l>c done in leisure 
time, Color should be practiced in the daytime, 
in good light. No light is nicer than Sunday morn- 



ing, l>oth indoors and out. It's a shame to shut it 
out to sleep. If Sunday is your go]f day, then play 
only eighteen holes and work Sunday afternoon 
or every other Sunday. If Sunday is yotir church 
day, then no artist will suffer by developing his 
soul Work Silt ur day afternoon. It's up to yon and 
the Missus when yon will study, and if she is not 
enthusiastic, try painting her and the kids, It does 
not matter how you work it out, but it is impor- 
tant tli si t you do work it out. 

Set up subjects for still life. They are not boring 
at all when yon really begin to see tone and color 
design. Make outdoor sketches while the young- 
sters wade and Mother reads a magazine. Put 
your sketch hox in the car and go out and try it. 
Painting from life is refreshing after a harrowing 
week on the joh. It stimulates you to good color 
and freshness in your work. You will find that 
shadows are light and airy, that the blue of the 
sky really gets into them. You get away from the 
reds, browns » and oranges that we all seern to use 
when faking. Seldom do we find an artist who 
fakes in delicate greys and cool colors. In fact, 
these soft tones and colors rarely enter the mind 
of the artist until he has come to know the beauty 
of them. In the studio, color is thought of in terms 
of tubes and pots; when you look for the same 
colors in nature they do not seem to be there. 
Nature looks quite dull at first, but when you set 
down her tonal and greyed colors you are sur- 
prised to find that they are much more beautiful 
than the contents of (he pots and tulies. 

So many of us never take the trouble to really 
get acquainted with old Mother Nature, and then 
we wonder why our progress is so slow. She is the 
one real source, and the more you neglect her T the 
farther you stray from home. Most of us do not 
take the trouble to go sketching, feeling that 
where we live there is nothing in the way of a sub- 
feet. That can hardly he true. Even a back alley 
of a slum can be wonderful material if seen with 
an artists eyes. 
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FINDING SUBJECTS FOR EXPERIMENT AND STUDY 



River towns, mill towns, old towns, even prairie 
towns, always present material There is bleak 
drama as well as exciting drama, and it is all 
part of the American scene* Those funny rococo 
houses are great subjects. Art does not have to be 
"pretty." Pretty art has troubled this country too 
long already. Artists are seeing for (he first time 
America as it is, and some wonderful things are 
being done, 

I do not mean that we deliberately set out to 
paint the grotesque and ugly. The point is that 
all things have form, tone, and color and it is 
quite amazing what that form and color might 
look like in paint. I think that having the ultra 
and super of everything thrown at us so long has 
rather blinded us to the beauty of the common- 
place. It makes us think that everything must be 
polished and shiny and new. Beauty is more apt 
to lie in character. Just the old bams on a farm 
have character. 

Values, tone color, design! All have charm, 
whether they occur in Peoria or on Fifth Avenue* 
That little patch of garden back of Joe Melch's 
old house takes on tremendous meaning in New 
York, Americans are becoming more and more 
aware of the significance of our national baek- 
ground-^ihat we are all a single people with dif- 
ferent addresses. 

Tliere is no valid reason why you cannot study 
on your own, benefit by it, and enjoy it. Set up 
diat bunch of cut flowers. See if you can paint it 
loosely and artistically. Sketch funny Mrs. Hig- 
gins, who you always thought was quite a sketch 
anyway. Make a pencil study of that gnarled old 
tree you have admired down on Sawyer Avenue 
where the cars turn, Take a look at the children 
next door in terms of planes, color, and personal- 
ity. They are probably as real kids as any ever 
painted. Horses, dogs, cats, old folks, snow, bams, 
interiors , buildings, mines, lumber yards, canals, 
docks, bridges, boats, vegetables, fruits, bric-a- 
brac, country roads* wooded hills, skies* the old 
swimming hole. There are subjects galore if you 
will recognize them and try them out. This is all 
material for learning and material for the future, 



This is something no art school can give you, and 
it's closer to real art than anything you can get. 
If that front lawn needs mowing, get up early 
and do it, but don't let it rob you of your chance 
to study. Anyway, it is not enough reason for not 
studying. Keep a sketch pad and a sharpened soft 
pencil in your pocket. Get used to noting things 
quickly and setting them down. That is where 
pictorial ideas come from. The merest notation 
may later become the basis of a great picture— 
you never know. 

It seems strange that most of us need to be sold 
on the world we live in. We do not know how 
good it is until we are in danger of losing it. Tlie 
average artist is living in such a wealth of material 
that he cannot see it He is too close. Main Street 
may not mean much to you, but it does to the 
Saturday Evening Post it it is seen with sympa- 
thetic and understanding eyes. "The world wants 
vision and interpretation of the life it lives, and 
our life is just as vital to us as the life of the 
French court and nobility, or the life depicted by 
Gainsborough, was to painters of those eras. Poor 
Velasquez, living in sunny Spain with all its color, 
its winding streets, its blue Mediterranean, had to 
stay in the house and paint noblemen- He died 
you rtg, probably needing fresh air. He must have 
squirmed at times and been ghastly sick of it. But 
he left us masterpieces* 

Subjects are in the mind of the artist, the quick 
eye, and the interested hand. Were there a great 
canvas called "Sunday Afternoon in the Park," 
painted in any small town in the eighties, people 
would swarm to see it today. It would make any 
magazine if well done. Think of the quaint cos- 
tumes, the life of our grandfathers made vivid 
today! The same thing will be true in the year 
2000 a.i>,, which is really not very far o£ People 
will be fust as interested then, The American life 
of today and what is left of yesterday will soon 
disappear. Catch it while you can. We are com- 
ing very definitely into a new era. So work hard, 
young artist, with your eyes open. 

If you have no subjects to paint, you are gohig 
about blindfolded or totally unconscious. 
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YOUR PL-NCIL CAN KEEP BUSY 







NOTHING \S QUITE SO PL.EA.TANT A/TO/PENOAK EVENING W*TH A PE.NC I L 
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PRACTICE HEADS ALL YOU CAN 




Pf^AW all iype; 

ANP CHARACTER. THEY ARE. 
AJ_i_ ABOUT VOU ( WfLUMqTO POfG , 
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STUDY OF AN OLD MAN 




A SAMPLU ILLUSTRATION 




SKETCHING 



It is important that the artist fix firmly m his 
mind the basic difference of altitude in a sketch 
as compared with final work. Logically consid- 
ered, a sketch is a search for information that will 
be transposed later on to the final thing. It is the 
"nailing down" of essentials that yon deem impor- 
tant. Every sketch should have a definite some- 
thing that you are going after. A sketch presup- 
poses action, mass arrangement, light, shadow, 
and color, without intricate detail. If you are 
searching for potent detail, you would think of 
such oieliminarv work as a studv, 

A sketch may be for design or arrangement 
alone, and the docison as to a color approach. 
Such a sketch is a "color composition/' 

Tn commercial work there is what is known as a 
"comprehensive sketch." Such a sketch might be 
quite finished. Usually it is the actual size of the 
intended reproduction (except in the case of dis- 
plays and posters). 'Hue purpose here, of course, 
is to give the client a fairly accurate idea of what 
you intend to do with the subject, its color ar- 
rangement and general effect. Such a sketch is 
usuallv done from the material that would be used 
in the final work, and its purpose is to clear up 
any difficulties or objections that otherwise might 
carry over into the final work. 

Make up your mi [id as to the intent and pur- 
pose of the sketch. Here is the real joy of sketch- 
ing. In a sense vou cast off the meticulous labor 
for an uninhibited expression of the thing in mind, 
We know more about an artist from his sketches 
than from his finished work. That is the reason 
sketches arc; often more interest!] ig and beautiful, 
being of simpler statement and far more expres- 
sive. After having made such an analysis and 
statement, the final work is much more apt to 
carry the emotions of the artist into it. 

In the biggest sense, sketching is an experiment 
with the pictorial material, searching out the usa- 
ble facts and assembling them for effect. You are 
meeting and getting acquainted with your sub- 
ject. The mental conception of a subject is always 
abstract. We cannot know what the visual effect 
will be until we Set it down. "Seeing a picture in 



the mind's eye" is a bit more picturesque as a 
phrase than it is in actuality. We do not truly see 
the thing until we have mastered the problems 

attached to it. 

So many efFects of life and nature are fleeting. 
So we make "notes." The camera has helped to 
catch many of the changeable aspects of life. But 
the camera cannot supplant the vivid mental Im- 
pression one needs to produce a good picture. By 
actually coming to grips with the subject, you are 
drawing upon your taste and selection, and you 
arc filled with an inward excitement over what 
the subject contains. Tile whole conception is 
more apt to lie creative and original by starting 
with your own first interpretation rather than 
with a photo. 

The time element in sketching is important. 
Nature changes so fast wc have not time to be- 
come absorbed in little things. That is why so 
many fail completely in the ability to make a 
sketch from life. But suppose the drawing is a bit 
oi.it V A sketch is not a demonstration of the things 
you can do with time. Big shapes, big tones, big 
relationships are what you are after. If you want 
to carry away the detail , take along your camera; 
that is what it is for. But the detail will not make 
the final work any better as a picture. The tonal 
color and mass will be better than anything vour 
camera can capture. 

The ability to make a good and even fast sketch 
will make a better artist of you in the end, Sketch- 
ing should not be neglected nor under estimated. 
The main value lies in the freshness and spon- 
taneity it will eventually give you. 

Sketching should be done in almost every me- 
dium, under every kind of circumstances, and of 
all kinds of subjects. If you would illustrate, you 
will prepare yourself to draw anything and every- 
thing. That is not so difficult as it sounds, tor 
every tiling is simply line, tone, and color. Form 
is always expressed in plain light, halftone, and 
shadow. 

Your ske telling outfit can bring you more real 
pleasure than any other part of your equipment, 
especially if you sketch with a purpose. 
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FIGURE PAINTING 



I would like to discuss frankly the importance 
of figure painting to the average craftsman in 
illus trillion. All too often a student leaves the art 
school having had hut a meager start at it, and, 
anxious to get into remunerative fields, discounts 
(.lie real value of it as applied to everyday work, 
True enough, the paid -lor picture is seldom a 
nude, and it may he hard to understand what real 
eoi meet ion it could have with other work. Since 
in most instances it would be actually unlawful to 
paint a nude figure into an advertisement, why 
bother with figure study? It is with difficulty that 
the average young wife can appreciate its real im- 
portance to her artist husband's career, 1 hope 
she will take mv word for il here that it is vcrv 
important. But far more important is her hus- 
band's genuine and honest attitude toward it. It 
is, frankly, a delicate situation which should be 
met frankly and openly. 

Figure painting in the beginning should be 
done in class m association with other painters. 
This, mainly for the reason that one learns faster 
in co-operation with others, [f possible the study 
.should be under a good instructor, I really feel 
that the night class is best at the start, since the 
artificial light more clearly defines die form, pro- 
ducing definite light and shadow. Daylight is 
most subtle and quite difficult. However, it is 
most beautiful. 

There is a difference between life drawing and 
painting. Tn drawing we are dealing with line and 
tone m a black medium. In painting there is sel- 
dom a real black on all of the flesh. It means that 
the artist must raise his values tremendous! v. Be- 
cause he has been used to setting down black and 
white tones in drawing, the students first paint- 
ings are usually overly dark, heavy, with opaque- 
ness in tile shadows. The planes in the? light are 
mostly overmodelcd, often too hi own. Here is 
one of tlie most important qualities he can add 
to his daily or routine work from the experience 
of figure painting. Flesh tones and modeling are 
the most .subtle and delicate of all form, Thev are 
much like the modeling of clouds in light. It 
forces one to get up into a fresli high key in color 



and value. After painting flesh, he finds that he 
approaches all things in a new r light, or w r itb new 
vision. 

The next great value, of it h the correlation of 
drawing, tone, value, and color, all of which are 
present in the figure. We can paint one apple too 
red, and it does not matter. But a forehead or 
clieek too red— and only slightly too red— can be 
\ei'y bad. Almost any other tiling can be too much, 
a sky too blue, grass too green, a dress too yellow, 
a shadow too warm or too cool. But not flesh. 
Good flesh tones must be true in tone value and 
color, or they do not have the quality of flesh. 
Commercial artists who have spent little time at 
serious figure painting have a common habit of 
painting flesh on tlie "hot" side, with red, yellow, 
and while, in light or shadow. Tt makes much of 
the cheap -looking art work we see. 

If you can truly develop your sense of value 
and color, coupled with the subtlety of plane and 
construction that is e video E in the nude, you can 
tackle almost anything else with considerable 
assurance of getting these: qualities. A combina- 
tion of figure and still life painting, first one and 
then the other, over and over again, offers you the 
best possible chance to develop the best qualities 
of painting. Because you draw well is no real 
assurance that you can also paint, for the simple 
reason of values and relationships. The only way 
you can get them is to paint, and paint with a 
great deal of conscientious study. The reason for 
working in a group is that values, good or bad, are 
more apparent in the other fellow's work than on 
the model. You learn from his errors as well as 
from his advancement Over vou. 

Go also to the art galleries and museums and 
study the way flesh tones are handled. It will help 
you sec them for yourself. 

Learning to paint flesh well is not easy, and it 
does not happen overnight. 1 1 is not surprising 
that, of all things, flesh is the most difficult to 
paint, for, of all things, flesh is perhaps tlie most 
beautiful. May we not be thankful that it, rather 
than the hides and furs of the lower animals, was 
given to us! Let us appreciate it and respect it. 
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OUTDOOR SKETCH IN COLOR 
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PORTRAIT SKETCH IK COLOR 
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CLOSING CHAT 



It is with a feeling of regret that I come to the 
closing pages of this effort It is some tiling like 
the parting rjf father and .son, We have been close 
companions, tin's boot and T 5 over a period of 
many months. T can scarcely leave it— and von— 
without touching upon a few of the more personal 
things that are bound to make up your life as 
an art is I and Illustrator, 

rirst of all, may I impress upon you the impor- 
tance of developing the ability to make decisions. 
Hardly a day goes by that you do not have to 
decide something. Making decisions is the high- 
road to ereativeness, Every bit of art that you do 
is a collection of little decisions. From the single 
plan of approach to a single subject, to the whole 
plan of approach to your ultimate goal, and the 
carrying through of that plan, all is decision. It 
is obvious that the artist must be agreeable and 
co-operative in order to succeed, but there is 
such a tiling as being a little too much of a "yes ' 
mam Yon can easily get so used to following direc- 
tions and instructions that you cease to exercise 
your best faculties. There are many proper and 
legitimate ways of projecting your personality 
into the things you do., while still continuing to 
meet the demands of your assignment. By real 
analysis , you will find the average assignment 
wide open lo ereativeness. 1 should say that if 
you have a job that never allows a decision or 
opinion on your part, £>et out of it, for you can 
only move upward by adding something of your 
individuality to any job. 

Perhaps it is just as bad to want to do every- 
thing in your way and yours alone, There may be 
very sound and practical reasons for certain in- 
structions which happen to "go against the grain" 
with you artistically. Often it is the other way 
round, since the instructions may have been pre- 
pared by those who really have no sense of the 
artistic, and who w : ould he agreeable to change 
if the practical reasons from the artist^ viewpoint 



were tae tf ally pointed out. Art buyers as a rule are 
not artists, and it is up to the artist to sell his 
knowledge and good taste wherever possible. 
You can give the buyer what he wants, and still 
he giving him what lie should have. Yon would 
not sell a man a bad anything just because he did 
not know it was bad. 

If you find that you seem to antagonize your 
clients repeatedly, it is better to get a representa- 
tive, or work through an agent who knows how 
to deal with art buyers. Artists are not always 
good salesmen. Bad salesmanship can stand in 
the way of your progress. If you Fail* it should be 
[because of your work, not because of lack of 
salesmanship, If art work is good, somebody tan 
always sell it. 

The essence of good salesmanship on the part 
of the artist is the evidence of real enthusiasm 
over the job. if you like to work for a man, tell 
him so. But never criticize the ideas of a buyer, 

r" 

That buyer may end up as the art director of the 

agency or magazine that later on you might want 
most lo sell. Again, every man is entitled to his 
ideas: the fact that you do not always agree, docs 
not necessarily make the idea unsound. 

It is so easy j after a prolonged struggle, for the 
first successes of a young artist to "go to his head." 
Often this can be a great and unsuspected detri- 
ment to success, I have vet to see the artist who is 
infallible. The way up is long and slow, but the 
trip down can be like greased lightning. I have 
always contended that the man who is big on the 
outside must be equally big inside, People are 
sensitive the world over. No one is big enough to 
belittle the other fellow. It cuts deep, and the 
wound is Listing. In my day I have seen many of 
the little fellows overtake and pass the big ones, 
making the "big shots" eat their words. There is 
an old saying in Hollywood, 'Be nice to people 
on the way up 7 for you may meet the same people 
on the way down." 
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CLOSING CHAT 



I spoke of making decisions. There are many 
kinds. On the negative side there are lazy ones, 
intolerant ones, procrastinating ones, i inpatient 

ones, indifferent ones, inadequate ones, and im- 
pulsive ones. Then there are those that com tribute 

so much. There arc those blessed with humility, 
determination, thoughtful ncss, intelligence, and 
perseverance. There can be I he decision each day 
to make that day count in some way toward your 
bis; goal. Art takes so much time that waste of 
precious time is costly. You must not just try to 
find time for study, you must somehow make it. 
And. In art. study can never stop. Yon will find 
ske relies galore in the studio of the good man, 
with the paint quite fresh. The mediocre artists 
sketches iire old and dusty. T have seen so many 
middle-aged artists still hoping, whose samples 
are fraved at the ed<*es. and thumb-marked with 
lime, Sometimes it has been a matter of years 
since they sat down and aetually did something 
to give their hopes any promise. They are plod- 
ding their lives away at something they hate, and 
doing nothing ah out it. These arc the men who 
never seem to have had a chance. The truth is, 
they never seized a chance. 

There is a difierence in working "at" a tiling, 
or working "for'' it. We can really study, or we 
can putter. The "for" should be definite before 
von sit down. You are working for a better knowl- 
edge of anatomy, perspective, values, or some 
definite objective. You are training your eye for 
proportion, or to see the lost and found of edges, 
you are developing your vision and technique for 
more looseness and expression, ff you do not seel^, 
how can you possibly find? If you feel that vou 
are making many errors f that is good. Tit at vou 
can sense them is so much better than if vou 
could not. 

It is most natural to seek advice on important 
questions. But do not get the habit of going to 
o tiiers for vour decisions. So manv artists have 
written to me for decisions that neither f nor any- 
one else could possibly make for them. "Shalt I 
lake up art?" "Would I be a better illustrator or 
poster artist?" "Should I work in oil or water 
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color?" "Should \ quit a steady job to draw and 
paint?" One eliap actually wrote, "Shall I get a 
divorce and have the freedom to follow up mv 
arl?' h Many ask if they arc too old to begin, what 
cities to work in, where do you get work, and how 
much do you get? 

May f say that most advice is conservative. 
Most people do not want to shoulder the respon- 
sibility of another's choice, success, or failure. 
Asking for advice seldom brings the advice you 
want. Too often advice is negative. Nobody wants 
to make your decision, and nobody ever will. 

I cannot recommend one art school over an- 
other, for several reasons. One is that it is impos- 
sible to be familiar with the courses and instruc- 
tors of every school. It is manv vears since I 
attended anv art school, and since then each mav 
have changed and probably has a completely new 
personnel. To recommend a school I would have 
to be familiar with your work, sympathetic with 
your particular am bit ions, and probably knowing 
so me thing of your personality, character, perse- 
verance, and adaptability. It is too much to ask, 
and I do not feel qualified to answer. 

Seek the school which shows evidence oi the 
things vou would like to do. A school cannot make 
you a good student, hut you can be a good student 
in any school. School is mainly the opport unity for 
you to work things out for yourself under the best 
of conditio lis, with space, models, and instruc- 
tion supplied- But you will still have to do you]' 
job, It may be a bit harsh, but true, that the aver- 
age school is much better than the ave ['age stu- 
dent, and it would be better if the school could 
pick the student, rather than the student the 
school. Some schools require entrance examina- 
tions, and if so, von need not wottv about the 
scbool- 

T wish it were possible to list places to sell your 
work. But your experience will probably be some- 
thing like mine. After winning an art school schol- 
arship with a figure painting, my first job was to 
paint a ketchup bottle. I found there was a lot 
more to painting a ketchup bottle .for advertis- 
ing than I ever dreamed. Then one day I painted 



CLOSING CHAT 

a Santa C la us. An art director saw it, told some- 



one who was looking for talent about it. Tt got me 
a try 01 it in a .studio. That led to other wort, which 
opened up further opportunities. That is about 
the way it works out. You cannot be good in art 
in this country very long Ik; fore someone begins 
lo take notice. And vou can see to it that your 
work is noticed, by sending it about. 

If you intend writing me, as so in any have done. 
I must apologize here for nnt being able to answer 
more tlian a fraction of vour letters. Mv routine 
work demands most of my time, and T do not be- 
lieve in form letters or secretarial answers. T have 
tried to steer you lo the best of my ability in this 
book, and, though I tremendously appreciate per- 
sonal eontaet with my readers, 1 find it impossible 
to make personal answer's to their queries. l r or 
this reason I have set up Amwtirs to Qit&rieti in the 
back; of this book. Perhaps you can find your 
answer there, or at least it may indicate where 
the decision must be your own, I shall, however, 
appreciate letters, especially those that do not 
request advice in persona] matters., whit?]! in the 
long run will be better if worked out by yourself. 

The most important thought J wish to leave 
with you, aside from making big and little every- 
day decisions, is the great worthiness of our craft. 
If you succeed iii.it, the world holds high respect 
for your accomplishment. There seems to be a 
certain reverence for good art in all walks of life. 
Just because art is made for industrial or commer- 
cial use, there need be no stigma attached to it. 
The fine artist works for a living also, and his pic- 
tures may be reproduced and sold for profit. I can 
see little difference between painting a portrait 
for a fee and painting anything else for a fee. Such 
difference lies only in the skill of the artist, and 
there is nothing to limit skill in commercial art. 
For this reason commercial art has bv far the 
greatest future, since it is open to greater and 
greater ability; whereas in the fields of line art 
there has been such perfection as to leave a 
very narrow margin to be surpassed. I believe 



this is the real reason for the trend of fine art today 
to diverge from the idealistic toward the spectac- 
ular, from the tangible to the abstract. This is the 
only door that seems to be open. 

Let us remember the influence exerted upon 
the average individual by pictures. From the cra- 
dle he learns to love them. Pictures of one? kind or 
another do much to shape the pattern of everyday 
life. Pictures suggest the clothes people wear, the 
interiors they live in ? the things they buy. Pictures 
visualize the present, the past, and the future. Still 
more, art brings to life the nonexistent, enables 
the eye to see the product of the imagination. Art 
can be fact or fiction, personal Or impersonal, 
truth or distortion, dynamic or static, concrete or 
abstract, fundamental or flamboyant . . . it's what 
vou make it. Where else in the world is there; less; 

j- 

limitation? 

Let us as artists, then, feel that we have a trust 
Let us be sincere, if for no other reason than to 
give our craft character. Let us choose to repro- 
duce beautv rather than the sordid, if onlv to ele- 
vate die Standards of beautv. If we seek an audi- 
ence to our way of expression, let us make the 
things we have to say worth while. When we have 
a choice, let us build, not tear down, Tr we are 
endowed with the vision tn encompass beauty, let 
us- be grateful, but not selfish about it. To live and 
work only to please one's self, using art as a means 
of display for uncontrolled temperament and un- 
disciplined license, for divorcing oneself from the 
normal and ethical standards of life, to my mind 
is wrong. Art belongs to life, and essentially lo the 
common, everyday man. 

Art is essentially giving. Ability of high order is 
rare. The successful may well rejoice that they 
few, among the many, have been given the eves 
that see, the hand to set down, the perception to 
grasp, and the heart to understand, the big truth. 
What we take, in, we can strive to give back in 
greater perfection. It seems to me that this would 
not be possible without patience, humility, and 
respect for life and mankind. 
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ANSWERS TO QUERIES 



1. I would not advise the student just out of art school 
to set up an i immediate free-lance studio. Gel a steady 
job, if possible, in an art department or organization. You 
will need a period of practical application of your work. 
Work among other artists. One learns from an other . 

2. Begin to work to a specified delivery date as soon as 
possible. Do not let work dally along. Finish one thing 
before you start another. 

3. Please do not ask me to hunt nip books for you. Most 

art books can be purchased by proper inquiry from a 
book dealer t who tarries lists of publications and pub- 
lishers. You can go to the library and have books looked 
up for you, Art magazines also usually have a book 
service. 

4. Do not ask me what books to read. Read, all yon can 
afford to buy. Start now to build a library of your own, 

Do not be satisfied with any one book to cover a subject. 

5. JDo not send, me checks or money orders, since the 
author has nothing to do with the sale of his books. Write 
direct to the publisher. 

0, Fleasc do not ask me to supply you with informa- 
tion concerning art materials. Art supply dealers are 
listed in most art magazines. Every city has them. Spe- 
cific materials can be located by inquiry of a good dealer. 

7. What school? You must decide. Art schools ure ad- 
vertised in art magazines and listed under vocal ional 
training elsewhere. Jiend for the prospectus . 

b. What course? Yon must decide. 

9. What mediums? Yon must decide. Try them all. All 
ajie practical except pastel. Even tin's can he used if fixed 
and shipped carefully, Use a pastel (not charcoal) 
fixative, 

10. What city to work in? You must decide, New York 
and Chicago are the largest art centers. Every city has 
possibilities. 

11. You cannot copy pictures from the magazines and 
sell them. All printed pictures carry a copyright, Espe- 
cially do not copy pictures of movie stars or other indi- 
viduals. You must have a release or written permission. 

I£. Names of models appearing in my books cannot 
be given out, 

13, There is no specific price for model time. She may 
work at any price agreeable to both parties, unless other- 
wise specified by her agent or agency. Model fees should 
be paid at once, without waiting for publication. 

H, An art diploma is not needed in commercial and 
illustrative fields. 



15, Either you or a purchaser may set the price. 
Sketches should be paid for if they have been ordered 



and submitted, whether accepted For final work or not. 
Sketches may be included in the final price. Price for 
final work should be agreed upon before work is started, 

16. If your sketch is given to another artist for com- 
pletion of the final work, you should be paid for the 
sketch. This should be deducted from the final price paid 
to the second artist and paid to you. 

17. Request written orders for your work, duly author- 
ized by a responsible signature. It is within your right. 

1H. Changes or corrections of u nature not in the orig- 
inal request or understanding, and changed through no 
fault of yours, should be paid for, Corrections made to 
bring the work up to a required or worthy standai^i 
should be at the artists expense, If changes or corrections 
arc simply a matter of opinion, such expense > if any extra., 
should be agreed upon before changes are made. Do not 
bill a client for extra fees unless SO agreed. Stick to your 
original price if you possibly can, for this may have been 
quoted elsewhere. 

19. If you have made a finished picture on order and 
it is rejected , it is fair to ask for an adjustment, if not the 

full price, according to your time and expense. If yon are 
a well-known and established artist, your client is ex- 
pected to be familiar enough with your work to give you 
a bona fide guarantee of payment, whether accepted in 
turn by his client or not. Ordinarily the artist should make 
any reasonable concessions, lie should consider care hilly 
w bet her the work truly represents his best. If not, be 
should do it over at the original price without extra ice. 
All artists have a few do-overs. It the client is reputable 
and fair, his future business is worth the extra effort, and 
he will not be without appreciation of your fairness. He 
cannot pay you twice for the same fob. If he tf-jll not give 
you the second eh a dee to redeem yourself, then he should 
pay a fair price for the expense and effort you have gone 
to. If he wants you to do it over without ch tinging orig- 
inal instructions, you should do so at no extra fee. But 
doing it over to fit new circumstances, through no fault 
of your own, should be paid for at a price agreeable and 
understood previous to the fin id execution. 

SO, Never sue a client without having a previous bona 
fide order and an agreement as to price, also evidence 
that you have satisfactorily delivered equally important 
work to other clients. Your work is likely to be passed on 
bv a competent jury, usually artists of note. It is better to 
forget it if you are certain the work has not been, and 
will not be, used. Maybe it really is too bad to accept- At 
any ralCj if you sue and win, you may be sure you are 
through, at least with that client. Few good artists have 
law suits over their work, hi the case of Jong or extended 
work,, that is different If part of the work was acceptable 
and used, that should be paid for. If a contract was made, 
your client should be held liable. 
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ANSWERS TO QUERIES: 



31, Advertising illustration normally pays a higher 
price than story illustration. 

22, Do not jtgn an indefinite or lifelong agrcetnent 
witli any repteseNtaUve or ugmit or broker of any kind. 
You may be paying for the rest of your life on every tiling 

yon do. whether it fa scoured by tint agent or nut. It must 
be specified that you pay a commission only on such work 
as that agent has sold for you, and for a limited |>trk>dl. 
If all is satisfactory you can renew tl>e agent, while if it 
ix not you can go elsewhere. 

23, Tire agent's commission should not exoted 25%. A 

lesser rate may be expected as you become well known, 
since it will he less difficiilt to sell you- 

24, A fine art dealer's coittrrtisslon is any thing you mu- 
tually Agree upon, Some go as high as 50%. 

2o. You cannot, without postal authority, send nude 

phuto* tHroOyh tin-- m^iil. Any publi.shKd rtud«s must pUSia 

cttftKOTship, uiile&s untpiestiouahly considemd as ait sub- 
jc-is, of used in conjunction with art text. 

£6. All work submitted on speculation should be uo 
eoinpnnJed by retwn postage or faeSv No magn/inc will 
he liable for fcturu or loss. 

37. The author does not select the illustrator. 

2fi, Ton cannot force anyone to publish your work. 
even if paid for. 

26, rleasc do not ask mc for aJdresNM exf Lutry kind. 

30. Please do nnt ask fur original at etcher and paint- 
ing sine* I curator, possibly meet the number of requests. 

31. Pleuse do not ask for autographs. While J am 
pleased, 1 honestly have not time to repack and mail your 
books. For this accept my apologies und sincere regrets. 

32. I cannot possibly sell your work lor you on com- 
mission, nor buy pictures, nor can I hire artists or repre- 
sent tlieirk 



33, Please do not send ms your work for personal 
criticism and appraisal. I have given you everything I can 

in the boflk, and cannot nKteud such service to niy read- 
er.^ though itismuchlomy regret. 

34, Please do not ask for loiters of introduction or rw- 
ojmnctLdjition, If yinir work is good you won't need them, 

I hesitate to deprive an artist Mend of time, for that is 

what he values most. iJf I woufd not do it, L cannot ask 
hi in to ^ive you tune.. Some day yon will understand. 

35, I wish it wpr« posM'hJe m give you personal inter- 
views, but I am in the same hoat as my artist friend. 
When w^orking to a filled schedule, there just is not time. 
The artist has sold his time and it belongs to his clients- 
It is not his to give. 

36, The lime given to (his book has been given at con- 
siderable, expense and loss of other work. I can think of 
nothing mom that 1 could tell you personally. 1 urge you 
to get in that l>oat of yours and row it with ah your might. 
Don't ask for personal dec is ions r You will find it is better 
to make them yourself and >ee them through. 

H7, Whatever your problem, there has been the same 
problem over and over for everybody else r Some have 
licked it, so can you. 

3S. 1 do not conduct .my classes nor fry to give indi» 
vidua I instruction, because 1 want to remain active in 
the field as long as ( cam I could start a school, 1 supjwse, 
but Vd rather paint. When Vm ready to quit the Field, 
then 1 hope to fee! that I have earned my right to what 
lime is left to work for the idieer pleasure of it. The fun 
will always be in the doing, and I'd much rather he 1 
student always. 

39. I do appreciate letters, especially those that do 
not ask me to make decisions. 

40, Jn dosing, I wish to assure you that in art there is 
truly it reward waiting for all who have the courage it 
demands. 
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